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This study examines the rising phenomenon of film/TV-induced 
tourism as manifestation of media effects. The case selected is a 
Chinese television drama Flowing Time and the location Black Town 
where Flowing Time was filmed. This study aims to reveal how the 
meaning of the landscape is mediated and how the mediated meaning 
is constituted by and constitutive of people's everyday life. Textual 
analysis and ethnography are the key methods. 
The results consist of two parts. First, there is a transfer of 
meaning from the media text to the landscape. The place-myth in 
Black Town is congruent with the myth in Flowing Time. Television as 
"myth-maker" has remarkable effects not only on transforming 
empirical time and space into mythic world, but also on embedding 
the narrative of text into the meaning of the landscape naturally. Myth 
making is considered as a kind of direct media effects. 
Second, this study finds that gaze is not a single act of seeing, but 
a synthesis of discursive practices. Gaze exerts its power by 
disciplining the actions and interactions of social actors into the 
routines formed by the place-myth that is constructed by the television 
drama. Tourists, tourism industry, and local people play different roles 
in the discursive formation of the place-myth - "seeker", "designer", 
"guider", "booster", and "cross-borderer". They work in a dynamic 
interplay to reproduce and reinforce the mediated meaning in the cycle 
of signification. Therefore, the physical landscape is transformed to be 
a mediated tourist landscape and sustains enduring attraction. Gaze is 
considered as a kind of indirect media effects. 
This study serves as reflections on both media effects research 























Table of content 
1. Introduction P.l 
1.1 Tourism P-1 
1.2 Film/TV-induced tourism P.2 
1.3 Research questions P-4 
1.4 Significance P-7 
1.5 Organization of thesis P-9 
2. Literature Review P. 11 
2.1 Studies of film/TV-induced tourism P. 11 
2.2 Place-myth P-16 
2.3 Gaze 謂 
2.4 Analytical framework P.28 
3. Methodology P卫 
3.1 Qualitative inquiry P.32 
3.2 Case study P.33 
3.3 Textual analysis P. 3 6 
3.4 Ethnography P.36 
4. Mythic Television Drama and Mythic Landscape P.41 
4.1 Myth in Flowing Time P.41 
4.2 Place-myth in Black Town. P.59 
4.3 Conclusion P.77 
5. How Gaze Works? P.81 
5.1 Present approach of gaze P- 81 
5.2 Tourists P.84 
5.3 Tourism industry P.86 
5.4 Local people P.94 
5.5 Conclusion 
6. Conclusion and Discussion P. 116 
6.1 Summary of findings P. 116 
6.2 Media effects revisited P. 119 
6.3 Tourist gaze revisited ？.123 
6.4 Limitations and suggestions P. 124 
Bibliography P. 126 
1. Introduction 
1.1 Tourism 
The rise of organized mass tourism is a distinctive mark of modem 
society (Lash & Urry，1994). Travel, referring to a journey from ‘here’ to 
‘there，，contains a dichotomy in itself. In the sociology of tourism, several 
scholars argue that tourism is a leisure activity that is quite different from 
people's everyday life and generates pleasurable experiences in other 
‘times' and other 'places' (Lash & Urry, 1994; MacCannell, 1976; Urry, 
1990). Thus, the basic binary opposition of ordinary/extraordinary is the 
essential attraction of tourism. 
MacCannell (1976) asserts that tourists can be seen as a contemporary 
pilgrim, and the natural landscape or artifact is given a cultural ritual, a 
sacred meaning, which is in contrast to the mundane world. In this way, 
tourism experience can be considered as a process of visual consumption of 
tourist destinations, both materially and metaphorically (Lubbren & 
Crouch, 2003). The places that tourists consume are not the natural, 
innocent ones, but culturally constituted landscapes with rich symbolic 
meanings. Take a case in China as an example. The Great Wall of China is a 
cultural landscape symbolizing Chinese nationalism, and attracts hundreds 
of millions of people from both home and abroad. The success of Great 
Wall roots from its unique role in the Chinese history and serves itself an 
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ideal case for heritage tourism. In the complex process of shaping the 
meaning of landscape, modem tourism contributes significantly in 
reinforcing the historical image (Sofield & Li，2005). 
1.2 Film/TV-induced tourism^ 
Film/TV-induced tourism is a promising sector for attracting visitors 
to the destination featured on television or cinema screen (Beeton, 2005; 
Evans, 1997; Riley, Baker, & Doren，2000). It is different from tourism 
advertising programs in that such media texts are not intended for 
promoting the tourist destination. However, these media exhibit 
remarkable influences in attracting tourists by granting the tourist 
destination a mediated meaning. 
The link between mass electronic media and tourism originates from 
the literary tourism, as McGreevy (1992) argues that the interpretation of 
nature must be through a textual account. Prior to the development of film 
and television, print work, such as literature, poetry, and painting, has been 
a vital element in constructing and reinforcing the image of the tourist 
‘ I n the field of tourism, now there are a diversity of ways to refer to this phenomenon: 
movie-induced tourism, film-induced tourism, TV tourism, media-induced tourism, 
film/TV-induced tourism, etc. In this paper, the title of 'film/TV-induced tourism' is 
adopted to refer to the electronic media providing visual representation of landscape 
(Beeton, 2005; Evans, 1997; Riley, Baker & Doren，2000). 
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destination (Beeton，2005). For instance, Niagara Falls is constructed as a 
place of death since written texts on the subject, such as letters, newspaper 
clipping, diaries, poems, and novels, convey the metaphor of death 
(McGreevy, 1992). 
Film/TV-induced tourism follows this logic to demonstrate the effect 
of visual media in constructing the meaning of landscape. Beeton (2005) 
suggests that film/TV features four aspects of attractions according to the 
characteristics of the electronic media. 
First, picturesque attraction. Picturesque is defined as an "ideology of 
landscape as pretty pictures for consumers, to be enjoyed as a visual 
experience divorced from any concept of use value or human purpose 
except private enjoyment" (Seaton, 1998，p. 9). Picturesque view is the 
physical environment of the film/TV story, and it is also the direct vision of 
the tourist gaze. 
Second, storyline attraction. The storyline provides a contextual 
package in which attractions and experiences for the tourist can be 
grounded. Tooke and Baker (1996) suggest that many tourists are eager to 
experience what was portrayed in the film/TV as supplementary to merely 
gazing at the scenery. It is through the embedding of storyline that the 
tourist experiences are reconstructed. 
Third, celebrity attraction. Fictional characters affect people's 
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perception of certain places. For example, in the United State after 
September 11, 2001，Washington, D.C., employed celebrity personalities 
from The West Wing^ to promote the city's image and rebuild confidence in 
national security (Beeton，2005). 
Fourth, pilgrimage attraction. The fictional nature of a film/TV story 
has the advantage to grant the destination a sacred meaning. For example, 
the great success of The Lord of Rings has constructed 'the Middle Earth' 
based on the landscape in New Zealand, and made it a holy place to 
countless film fans (Roesch, 2009). 
The attractions of film/TV-induced tourism are the synthesis of the 
aforementioned four aspects. None of these perspectives work 
independently; they are intertwined. Riley, Baker, and Doren (1998) 
consider the attraction that films introduce to certain locations as ‘iconic’， 
that is，signifying the destination with a mediated meaning. 
1.3 Research questions 
The present research is a case study of the film/TV-induced tourist 
landscape. The case selected is a Chinese television drama Flowing Time 
and the location Black Town where Flowing Time was filmed. Black Town 
2 The West Wing is an American television serial drama produced by the National 
Broadcasting Company (NBC). The series is set in the West Wing of the White House, 
(http ://www. nbc.com/The_West_Wing/) 
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is one of the most popular tourist destinations in China, featuring an elegant 
water town view of ancient Jiang Nan (south of Yangtze River). The story 
of Flowing Time was set in this town and the television drama portrayed 
the town life. 
Television is the central cultural institution in modem society (Ma, 
1993). Compared to film, television drama has two advantages in seducing 
tourists. First, television drama has a longer screening period while 
watching film tends to be a one-off or a limited experience. Consequently, 
the viewer's empathetic relationship with the story, characters, and setting 
is developed and maintained over a period of time (Beeton, 2005). Second, 
television is the most penetrative mass medium of home entertainment, and 
television drama is central to the experience of watching TV (Dunleavy, 
2009). Therefore, television dramas tend to form more constant and 
penetrative seduction than do films. 
This study aims to examine the power of television in reconstructing 
the meaning of a particular landscape. The problematic between media text 
and landscape is the main focus of the present research. Landscape can be 
categorized as physical landscape or cultural landscape. The former refers 
to the visible features of an area of land, and the latter is "the whole 
complex of created landscape that a culture creates on the base of the 
physical landscape" (Zimolzak & Stansfield，1983，p. 485). Landscape in 
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this study refers to the cultural landscape. 
Zukin (1991) asserts that the physical landscape is mediated by a 
process of cultural appropriation. In this study, the cultural appropriation of 
landscape goes through two steps: first, the mediation by the television 
drama, and second, by social actors' everyday life. Television as a cultural 
institution is an important force to reconstruct the meaning of landscape by 
normalizing the 'place-myth' into people's everyday life through gaze 
(Shields, 1991). Therefore, with the reconstruction of landscape meaning 
as the main focus, I raise two research questions as follows: 
RQl： How does media text transform the meaning of the landscape? 
RQ2： How is the mediated meaning of the landscape constitutive of 
and constituted by the everyday life of social actors in film/TV-induced 
tourism? 
In the first step, the concept 'place-myth' is used to investigate how 
the landscape meaning is constructed by the media text. As for the second 
step, the theory of tourist gaze is employed to explore the disciplining 
power of media text in guiding social actors' actions to reproduce the 




1.4.1 Theoretical significance 
Beeton (2005) uses the term "effects" to describe the influences that 
film/TV exerts on the tourism branding and community planning in the 
destination where film/TV was shot. In this way, film/TV-induced tourism 
can be considered as a kind of media effects in reconstructing landscape 
meaning and transforming the life of local community. This study serves 
as reflection on the media effects tradition. 
In the field of communication research, the label "media effects" has 
been used from diverse perspectives and there are enduring debates over its 
definition. Scholars in both positivist and interpretive camps have 
criticized the overly narrowed scope of media effects research dominated 
by the message-centric paradigm as "behavioral model", "administrative 
tradition", "persuasion studies" (Curran, 1990; Hall, 1980; Katz，2001; 
McLeod, Kosicki, & Pan，1991). Curran (1990) asserts the 
misunderstanding of media effects emphasizes more on message conveyed 
by the media but neglects the constructive process of meaning in the social 
and cultural context. The ignorance of the dynamic process of meaning 
production among social actors oversimplifies the omnipresent mediation 
which has impeded into the human life and changed the world landscape 
to an unprecedented extent (Thompson, 1995; Livingstone, 2008). 
Therefore, the narrow definition of media effects is not preferred for this 
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study. 
Actually, media effects research extends in multiple dimensions, such 
as time scale and nature of response (Katz, 2001; McLeod, Kosicki, & Pan, 
1991). As McQuail (1994) argues, "The entire study of mass 
communication is based on the premise that the media have significant 
effects' (p. 327). In this study, a broad definition is adopted of ‘media 
effects' as 'discursive power' - referring to "the construction of meaning 
on the basis of the discourses through which social actors guide their 
action" (Castells, 2009，p. 10). Castells (2009) posits that legitimation in 
the modem world largely relies on discursive power whereas, in traditional 
society, legitimation relies on coercive power. He presents a big map to put 
all the subareas of communication under the title of discursive power, 
including both the positivist tradition investigating how media influence 
people's perception and the interpretive tradition focusing on how media 
messages constitute people's everyday life. 
The present research is a pioneering one to test media effects in the 
field of landscape studies. Previous studies have scarcely touched this area. 
This study investigates media effects in terms of guiding actions of social 
actors through the construction of landscape meaning. It expands the scope 
of media effects to investigate film/TV-induced tourism and will contribute 
to the literature of both communication and tourism studies. 
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1.4.2 Practical significance 
Film/TV induced tourism is a newly-emerging area. Scholars admit 
that there is such a limited amount of work in this field (Beeton, 2005; 
Riley, Baker, & Doren, 1998). And among them, most focus on the 
marketing strategy of tourist destinations based on the interest of tourist 
industry, while paying little attention to the inner logic of how media work 
to construct the place image (e.g. Connell, 2004; Hudson & Ritchie, 2006). 
This study reveals the interactions among tourists, tourism industry, 
and local people in joint construction of landscape meaning and unmasks 
the role media play in this process. The findings will shed light on the 
destination marketing research and application in the future. 
1.5 Organization of Thesis 
The remainder of this thesis is organized in the following structure. 
Chapter Two is the literature review. It sketches the theoretical landscape 
of film/TV-induced tourism and presents the theories of myth and gaze. 
This chapter ends with the analytical framework applied in this study. 
Chapter Three is a detailed exposition of the methodological design and 
research process. Textual analysis and ethnography are the key methods 
for this study. Chapter Four and Five are responses to the research 
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questions. Chapter Four is the analysis of myths in television drama and in 
the landscape. Chapter Five goes further to explore the process of 
meaning construction in people's everyday discourse and practice. 
Interactions among tourists, tourism industry, and local people are 
analyzed in detail. The last chapter is a summary of findings of this study 
and revisits to previous studies to discuss the implications. 
2. Literature Review 
This study examines the media effects in terms of constructing the 
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meaning of the landscape by normalizing the place-myth in people's 
everyday life. This chapter delineates the theoretical landscape in the field 
of film/TV-induced tourism, and illustrates the concept of place-myth and 
theories of gaze adopted for this study. An analytical framework is 
presented at the end. 
2.1 Studies of film/TV-induced tourism 
In a general sense, all tourist landscapes are mediated. Urry (1990) 
posited that before arriving at the tourist destination, tourists already have 
an anticipation of the place preset by certain non-tourist practices, such as 
watching film or television, reading newspaper or brochure. Therefore, 
tourists view the landscape through the mediated anticipation. 
Film/TV-induced tourism is a unique type of mediated tourist 
landscape. The landscape is intended to be a background spectacle in the 
media text; however, it is granted a meaning embedded in the text. It is a 
newly-emerging phenomenon, and there are limited amount of studies in 
this field (Beeton, 2005; Iwashita，2003; Roesch，2009). I want to introduce 
representative works that explored the film/TV-induced tourism from 
different perspectives. 
Crouch, Jackson, and Thompson (2005) proposed a bridging concept 
'tourist imagination' to facilitate the convergence of media consumption 
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activity and tourist activity. This concept was modified after 'melodramatic 
imagination' in the media. Crouch et al. (2005) suggested that the 
overlapping of melodramatic imagination and tourist imagination provides 
interpretation for the intersection between tourism and media, as television 
provided a rich source of imagery from which tourists can build their 
fantasies of the tourist resorts. Tourist imagination' is useful in depicting 
the influence of mass media in the formation of destination image 
superficially. However, Crouch et al. did not provide a strong theory-based 
definition for this new concept, and the single concept of tourist 
imagination can not provide insights into the innter mechanism of the 
meaning transfer from media to tourist landscape. 
Jackson (2005) attempted to interpret the converging culture of 
tourism and media by combining the concept 'tourist gaze' with 'film gaze'. 
"Tourists gaze at material reality, which in contemporary society is 
fundamentally influenced by mediated, virtual, metaphoric reality. Film 
spectators/TV viewers gaze at mediated, virtual, metaphoric reality, based 
on contemporary understandings of material reality" (Jackson, 2005, p. 
190). In this sense, both the mediated reality and the material reality 
converge in the visual activity. Although these two approaches of gaze, one 
from the macro sociological approach and the other from the micro 
psychoanalytical approach, cannot be easily combined, Jackson's work 
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sheds light on the application of gaze theory to the exploration of mediated 
tourist landscape. However, the definition and approach of gaze need more 
consideration. 
Except for the aforementioned two works that attempted to raise new 
concepts to provide theoretical explanations for film/TV-induced tourism, 
other works developed in the existing paradigms within communication 
studies. Using media effects as a theoretical framework, Mercille (2005) 
examined the impact of media representation on tourists' perception of 
destination image of Tibet. A survey was conducted to collect data about 
international tourists' perception of Tibet and the sources of their imagery. 
The study found that the image of Tibet corresponded to the media 
representation to a significant extent, and therefore Mercille (2005) argued 
that media exert "a relatively strong influence" on tourists' perception. The 
media effects approach contributed to explaining the fundamental nature of 
film/TV-induced tourism, but the quantified comparison between media 
representation and tourists' perception only provided a static description, 
while lacked the investigation of the dynamic process on how the 
perception was shaped by the media. 
Several other studies investigated the film/TV-induced tourism from 
the approach of cultural studies (Aden, Rahoi, & Beck，1995; Best, 2005; 
Couldry, 2005; Crouch & Grassick，2005). They examined the negotiation 
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of meaning of tourist destination between media institution and audience 
activity. 
Best (2005) analyzed the process of how Australian television 
constructed the Sydney Mardi Gras to be a gay parade. It found that the 
discursive structure of the media text provided the context to interpret the 
meaning of landscape. Such considerations of discursive structure 
highlighted the method of textual analysis to reveal the underlying 
discursive structure. 
Aden, Rahoi，and Beck (1995) illustrated the process of how visitors 
to the sites in the film Field of Dreams formed an interpretive community 
to produce the landscape meaning through their practices. Besides, 
Couldry (2005) and Crouch and Grassick (2005) examined the constant 
struggle that tourists experience to negotiate the meaning of landscape with 
the media discourse. Studies that take audience activity into consideration 
usually adopted the methods of ethnography and interview to investigate 
the audience perception and activity. 
In general, theoretical works in the interdisciplinary field of film/TV 
tourism are not only scant but also scattered in different approaches. All 
above works are good attempts to give theoretical explanations by 
developing existing theory or raising new concepts. The present research 
benefits from the fruitful findings of previous studies, and is attentive to the 
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unsolved problems in the field. 
The present study situates in the field of media effects in a broad sense. 
The approach that Mercille (2005) adopted for media effects still focused 
on the simple static relationship between media message and people's 
perception, while this study broadens the scope of media effects to explore 
how media reconstruct the meaning of landscape through social 
interactions in people's everyday life. In addition, drawn from the previous 
studies from the approach of cultural studies (Aden, Rahoi’ & Beck, 1995; 
Best, 2005; Couldry，2005; Crouch & Grassick，2005), this study is 
attentive to the roles of both media and audience in the process of meaning 
production, so this study adopts textual analysis and ethnography to reveal 
the media discourse and audience activity. It provides a comprehensive 
investigation to unmask the role of media in the film/TV-induced tourism. 
Therefore, the present research is designed at two steps. The first step 
is a static investigation of both media representation and tourists' 
perception of destination to see whether they are congruent. The second 
step goes further to explore the meaning construction process among the 
audiences. These two steps also function as responses to the two research 
questions. 
In the first step, the concept 'place-myth' is employed to reveal the 
meaning of both the media text and the landscape. As for the second step, 
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the theory of tourist gaze is adopted to explain how a physical landscape is 
mediated to be a tourist landscape through interactions among social 
actors. 
2.2 Place-myth 
Compared to such concepts as tourist imagination and anticipation, 
myth has a much stronger theoretical base in semiotics and structuralism. It 
has been widely applied in the analysis of television text and landscape 
(Bignell, 2008; Hartley, 1982; Selwyn, 1996; Shields, 1991; Silverstone, 
1981; Wright, 1975). Myth and its extension place-myth in landscape 
studies display the convergence of television text and landscape text. 
2.2.1 Myth and place-myth 
Myth, as its most fundamental, is "a narrative about supernatural 
beings" (Edgar & Sedgwich，1999，p. 248). It functions as beliefs and 
values shared by a cultural community. In television studies, myth refers to 
the particular way of conceptualizing and understanding the world 
provided by the television text (Fiske, 1982). As Hartley (1982) posited, 
mass media are myth-makers which allow audiences “to use factual or 
fictional characters and events to make sense of its environment, both 
physical and social" (p. 31). 
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Place-myth is the application of myth in the interpretation of a certain 
place. The assumption behind the concept of place-myth is the 
landscape-as-text metaphor (Barnes & Duncan, 1992; Barthes, 1986b; 
1987b; de Certeau, 1984). 
Roland Barthes is considered as the predecessor to apply semiotics 
into the analysis of landscape. He expanded the boundary of text to include 
all cultural practices of signification into analysis. Myth in landscape 
became appropriated by society. In Semiology of The Urban (Barthes, 
1986b)，Barthes considered every city dweller as a reader of the urban 
landscape. He refreshed the definition of text and argued that the 
differentiation between writing and reading had become blurred since text 
is a signifying practice. Text is in an endless cycle of signification. Barthes' 
another important work Empire of Signs (Barthes, 1987b) is about the 
reading of Japan. He pointed out that Zen is the force that signifies the 
cultural meaning of the Japanese landscape. He also emphasized that the 
memory of the individual body is salient in giving meaning. 
The successive development from the poststructuralist approach in 
cultural geography followed Barthes' route ‘landscape-as-text，(Duncan & 
Duncan, 1992; Duncan & Ley, 1993). It was Shields who raised the 
concept of place-myth explicitly. He argued that place-myths are 
conglomerations of place-images in circulation within a certain site 
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(Shields, 1991). Place-myth is considered powerful to influence people's 
perceptions of certain sites (Shields, 1991; Selwyn, 1996). 
2.2.2 Functions of myth 
Myth-making is one of the most important tasks for cultural institutions 
in modem society, including television and tourism (Silverstone, 1981; 
Selwyn, 1996). Television viewing and tourism can both be considered as 
the consumption of signs (Silverstone, 1981; Uiry, 1990). Therefore, in the 
field of film/TV-induced tourism, mass media provide the sources of 
tourism imagery by making place-myth. 
"To enter the mythic world involves a transformation, both in space 
and time." (Silverstone, 1981，p. 56) In literature of television studies, 
scholars pointed out that the fictional feature of television drama granted it 
a natural advantage in redefining the notions of time and space (Silverstone, 
1981; Tulloch，1990; Wagner & Lundeen，1998). The change from the 
empirical time and space to the mythic time and space invented the 
mediated experiences, and functioned as the first step to rewrite the history 
in people's memory. Wagner and Lundeen (1998) did a study on the 
American television serial Star Trek, and found that the science fictional 
drama provided audiences a journey to "deep space" and "sacred time" as 
an escape from the mundane world. 
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This function of myth is coincident with the nature of tourist activity 
which generates pleasurable experiences in other times and other places 
(MacCannell, 1976; Urry, 1990). Therefore, transforming time and space is 
an important flinction of myth to confer the landscape a cultural meaning. 
In addition，the narrative of myth is also salient to the construction of 
the mediated world. As Fiske (1982) suggested, “a myth is a story by which 
a culture explains or understands some aspect of reality or nature" (p. 93). 
The story itself provided a frame or "structure of feeling" to approach 
certain environments and events (Silverstone，1981). In this way, myth as 
the mediated reality is incorporated into people's perception and practice 
through the framing of narrative. 
In tourism, narrative also plays an important role in constructing the 
image of destination. Hollinshead (1999) posited that tourist gaze 
appropriated the narratives about "other people/other places/other pasts" in 
the destination. Therefore, myth functions as the repertoire of narratives to 
provide fictional meaning for landscape. 
In summary, two functions of myth are highlighted to provide bases for 
the analysis part later. Through the transformation of time and space and 
the embedding of narrative, myth mediates the physical landscape to be a 
cultural one. In this case, the effects of television in myth making are also 
accomplished through these two functions. 
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2.3 Gaze 
Gaze theory is a wide-ranging and still-evolving academic area. 
Literally, gaze refers to “the act of seeing" (Foucault, 1976, p. 1). In the 
present study, Foucault's argument on gaze and its application as tourist 
gaze are the main theories employed to investigate the disciplined actions 
of social actors in film/TV-induced tourism. 
2.3.1 Foucault: Gaze 
The roots of tourist gaze began in the concept le regard (in English, 
the gaze) proposed by Foucault. Foucault never applauded the possibility 
of a fully visible and meaningful reality; instead, he talked of the "the 
unimpeded empire of the gaze" (Foucault, 1976，p. 39). After a detailed 
analysis of madness in 'the age of reason' (roughly 1650 to 1800)，Foucault 
(1967) argued that madness becomes a pure spectacle. He gave the modem 
view of insanity a visual definition, "madness no longer exists except as 
seen" (Foucault, 1967, p. 250). 
The Birth of the Clinic (Foucault, 1976) is more directly concentrated 
on "the sovereign power of the empirical gaze" (p. xiii). Foucault explored 
the concept of medical gaze, or, more explicitly, the way a medical 
practitioner views the patient's body. 
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"The breath of the experiment seems to be identified with the domain 
of the careful gaze, and of an empirical vigilance receptive only to the 
evidence of visible contents. The eye becomes the depository and 
source of clarity." (Foucault, 1976, p. xiii) 
Foucault emphasized the importance of gaze to transform the 
relationship between the visible and the invisible and then further 
transform the formation of modem knowledge. The sovereignty of the gaze 
establishes itself, “the eye that knows and decides, the eye that governs" 
(Foucault, 1976, p. 89). In the relationship between gazing and gazed, 
doctors view patients as objects, as Cooper (1981) argued that patients 
were considered as dead in "a scientifically structured discourse about an 
individual" (Foucault, 1976，p. xiv). 
In the process of the discursive formation of modem knowledge, 
Foucault also emphasized the institutionalization of gaze and the powerful 
role of the doctor. The gaze was organized within the institutionalized 
discourse, "no longer the gaze of any observer, but that of a doctor 
supported and justified by an institution" (Foucault, 1976，p. 89). In 
addition, the medical discourse was passed on as truth and knowledge 
through professional trainings, as several institutions have constituted the 
discursive field, for example, clinics, medical schools，and health care 
organizations. 
Jay (1986) suggested that Foucault was intuitive to investigate the 
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power of gaze within the social and political constraints. In The Birth of the 
Clinic, Foucault (1976) linked the rise of modem medicine to the French 
Revolution. 
“This medical field, restored to its pristine truth, pervaded wholly by 
the gaze, without obstacle and without alteration, is strangely similar, 
in its implicit geometry, to the social space dreamt of by the 
Revolution." (Foucault, 1976，p. 191) 
Later, in Discipline and Punish (1979), Foucault examined how the 
external gaze becomes an internalized self-disciplinary mechanism. In the 
Panopticon, an invisible guard is watching from somewhere like an 
omniscient God. The power stems from the architectural embodiment of 
the Panopticon to discipline the subjects and construct the norms. Foucault 
argued that the formation of the whole punishment system is a result of the 
exercise of normalizing power, and at the core of power is the production of 
knowledge. Norms and regulations in society constituted by knowledge are 
formulated by the relationships of power. 
"Power and knowledge directly imply one another; that there is no 
power relation without the correlative constitution of a field of 
knowledge, nor any knowledge that does not presuppose and 
constitute at the same time power relations." (Foucault, 1979，p. 27) 
This is the so-called totalizing power of gaze. The punishment is 
transformed from a physical one to a subtle psychological suffering. Under 
the supervision of gaze, subjects have been normalized into an internal 
discipline. The mechanism of Panopticon can be applied to various 
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institutions, such as factories, schools, barracks, and hospitals. Actually, 
the question of who does the gaze is not at all important, as Jay (1986) 
termed "the benevolently sadistic gaze of a diffuse and anonymous power" 
(p. 191). Gaze itself is an exercise of power and an internalization of 
norms. 
In summary, the power of gaze exists in the process of normalization 
and discipline. The normalization stems from the production of knowledge 
and the internalization of knowledge into societal discourses. The subject 
exerting gaze is anonymous. Gaze is institutional and embedded in the 
social contexts. The objects of gaze, although they think that they act freely, 
actually are disciplined bodies in the giant Panopticon. 
2.3.2 Urry: Tourist gaze 
Tourist Gaze (Urry, 1990) is a canonic text in the sociology of tourism 
to illustrate the fundamental nature of the tourist experience. It was the first 
to put the concept of tourist gaze into currency. The main argument of 
tourist gaze is that it is the power of tourist gaze that endows the semiotic 
meaning to the physical landscape and transforms it to be a tourist 
landscape. As an example, Urry (1992) raises, "when a small village is seen, 
what is captured through the gaze is a sight of the real olde England" (p. 
172). 
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Urry's idea of tourist gaze originates from Foucault. The mechanism of 
medical gaze or Panopticon can be applied in the field of tourism. First, 
tourism is apparently a spectacle, and Urry (1992) identified tourism as an 
act of the 'spectaclization of place.' The activity of sightseeing is the focus 
of the tourist behavior. Foucault (1967) also termed madness as a spectacle, 
and the behavior of gazing at the landscape by tourists can be seen as 
equivalent to the activity of looking at the mad who are locked behind bars 
(Urry, 1992). Both the landscape and the madness are the objects of gaze. It 
is the gaze that grants them meaning. Urry (1990; 1992) emphasized that 
gaze enables the meaning of the landscape to be reproduced and 
recaptured. 
Second, Urry (1990) argued that gaze enables tourists to behave as 
semioticians looking at the landscape to obtain the signs from other 
discourses, among which tourism discourse is the most influential one 
(Culler, 1981). As Foucault (1967; 1976; 1979) pointed out, the gaze is 
institutionalized. Modem tourism is a mass organized leisure industry and 
has its own institutionalized discourse (Lash & Urry, 1994; Urry, 1990). 
Soper (2006) asserted that a doctor who operates medical gaze can be 
replaced by a tour guide who directs the gaze of tourists. Both the doctor 
and tour guide play pivotal roles in the normalization of discourse, 
according to their authority in production and diffusion of knowledge. In 
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this way gaze is organized by professionals to some extent (Urry, 1990; 
1992). 
Third, tourist gaze is constructed through contrast with the non-tourist 
experience (Urry, 1990). It echoes with Foucault's argument that the power 
of gaze is related to the wide social and political context (Foucault, 1967). 
Investigations on deviant phenomena, madness, and prison provide deep 
insight into the normal world. Similarly, tourism is a departure from 
mundane work and life, and the examination of tourist gaze is a good way 
to know normal society. Moreover, the tourist gaze cannot operate isolated 
from the social context. As Urry (1990) suggested, "there is no single gaze 
as such. It varies by society, by social group and by historical period" (p. 1). 
2.3.3 Criticism on tourist gaze 
Scholars in the field of social sciences have responded to Urry's 
theorization in diverse ways. Most criticisms on tourist gaze concentrate on 
two perspectives: one is the ocularcentrism, the other is the overemphasis 
on the role of tourists. 
First, criticisms on tourist gaze for its ocularcentrism root from the 
privileging role of visual sense in the history of Western culture (Jay, 1986). 
Rorty (1980) suggested that since Descartes, modem thought has 
emphasized the mental representations in the mind's eye as mirror 
reflections of the material reality. Thus, sight was viewed as the most 
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salient sense to examine the issue of representation in the social sciences, 
humanities, and arts. Therefore, later development in the field of gaze 
inherited the ocularcentrism tradition. "An all-seeing power," as Foucault 
(1980) termed the gaze, revealed his consistent focus on the ocular 
activities. De Certeau (1982) pointed out that to some extent Foucault was 
blind to other micro-practices of everyday life that exercise the power and 
the empire of gaze was always governed by the omnipotent eye. 
Tourist gaze has also been criticized for its neglect of the other senses. 
Urry (1990) asserted that the activity of sightseeing is central to the 
construction of landscape meaning. Yet some scholars argued that other 
‘ senses, such as smell and touch, are also involved in the whole tourist 
experience (Perkins & Thoms，2001; Soper, 2006). Perkins and Thorns 
(2001) suggested that active bodily involvement and physical activity can 
also be discerned in the tourist experience. 
Until now, there have been debates about the definition of gaze in 
tourist gaze. Some believe that it merely refers to the seeing activity while 
others believe that it is a metaphor of an integrated approach referring to 
"physical, cognitive, and affective activities" in the tourist experiences 
(Perkins & Thoms，2001; Urry, 1990). The present study will be attentive 
to this problem and will contribute to the gaze literature by providing 
findings through the case study in Chinese context. 
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Second, Urry (1990) argued that tourists were the main body exerting 
gaze to grant meaning to the landscape. However, other scholars found that 
the meaning of landscape is in a complex negotiation among a variety of 
parties (Knudsen, Soper, & Metro-Roland, 2008; Kritsoglou & 
Theodossopoulos, 2004). In the medical gaze proposed by Foucault (1976)， 
doctors and patients were considered as dichotomous actors in the power 
relations of medical discourse. This two-party categorization of actors was 
also applied to the tourism studies as tourists and locals (Smith, 1989; 
Selwyn, 1996). Nowadays, with the flourishing of mass tourism industry, 
more and more social institutions have intervened into the construction of 
tourism destination. Thus, Nash (1996) posited that the typical structure of 
social actors in tourism studies should be dyad, consisting of tourists，locals, 
and intermediaries. Intermediaries refer to government, tourism industry, 
and other social institutions intervening in the construction of tourist 
destination. 
This dyad structure of social actors is a significant revision to Urry's 
overstatement on the role of tourists. In the present study, I also adopt this 
categorization to investigate the meaning construction process through 
interactions among social actors. In this sense, gaze is not a one-way 
meaning conferring, but a hermeneutic circuit of meaning reproduction 
through social interactions. After the detailed analysis of the case, the paper 
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will revisit the gaze theory to discuss the implications. 
2.4 Analytical framework 
After reviewing the theories and previous studies related to the present 
research, an analytical framework is presented as a preliminary response to 
the research questions raised at the beginning of the thesis, 
RQl: How does the media text transform the meaning of the 
landscape? 
RQ2: How is the mediated meaning of the landscape constitutive of 
and constituted by the everyday life of social actors in film/TV-induced 
tourism? 
This study situates in the field of media effects in a broad sense. It 
expands the scope of media effects to investigate how media change 
people's perception and behavior by reconstructing the meaning of 
landscape. Myth and gaze are considered as manifestations of media effects 
in this study. Television exerts its influence through normalizing the 
mediated place-myth under gaze. Myth making is a kind of direct media 
effects to provide a certain story frame to interpret the world. Social actors 
gaze upon the landscape through a television-mediated lens, and thus, their 
actions are normalized to conform to the rules and routines formed by the 
media discourse. In this way, gaze is a type of indirect media effects that 
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reproduces and reinforces the place-myth so that the meaning of the 
landscape is circulated and sustained. 
Television is only one type of social institution in the web of constant 
interplay with other social institutions and actors. Simonson (1999) points 
out that a lot of social objects portrayed in the media fail to get constant 
attention and the portrayal in the media "sits near the beginning of the story 
of mediation" (p. 115). Nowadays, media exert their effects in a more 
complex and dynamic way with various actors and factors interwined in the 
wide social and cultural context. Therefore, in this study, the myth-making 
of television is only the beginning of mediation. It is the gaze mechanism 
that embeds the place-myth into the social actors' everyday life to sustain 
and reinforce the place-myth so that the mediation process is completed 
and cycled. 
The research is designed into two parts. The first part focuses on the 
construction of place-myth by television text. Both the myth in the media 
text and the place-myth in the landscape are analyzed to see whether they 
are congruent or contradictory. The examination of the myth-making 
power of media is done to provide an answer to the first research question. 
The second part focuses on the television-mediated gaze mechanism, 
which is an extension of media effects in people's everyday discourses and 
practices. Interactions among social actors are investigated for a response 
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to the second research question. Routines and rules in the discursive 
practices of social actors are revealed to show how the place-myth is 
reproduced and reinforced in the hermeneutic cycle of meaning generation 
as 'knowledge'. 
In this analytical framework, the rough dichotomy of media/audience 
is not sufficient to provide an elaborate categorization for all the parties in 
the mechanism of film/TV-induced tourism. Social actors are both the 
audiences of television drama and the gazers granting meaning to the 
landscape. As Foucault (1976; 1979) suggested, the birth of clinics and 
doctors' professional discourses are critical to the formation of modern 
medicine. Therefore, it is plausible to argue that there are some social 
actors playing significant roles in the discursive formation and circulation. 
In the field of tourism, scholars have suggested that there are three sets of 
actors in the circulation of tourism discourse: tourists, locals, and 
intermediaries. Intermediaries refer to government, tourism industry, and 
other social institutions intervening in the construction of tourist 
destination (Nash, 1996; Selwyn, 1996; Soper，2006). Figure 2.1 presents 
the analytical framework for TV-induced tourism. 
/ 
Myth making 
Television ^ Place-myth 
Gaze 
Figure 2.1 Analytical framework for TV-induced tourism 
3. Methodology 
3.1 Qualitative inquiry "‘ 
Phillimore and Goodson (2004) argued that research methodology is 
not only a set of research tools, but also "a way of conceptualizing and 
approaching social inquiry" (p. 5). As presented before, the central issue of 
this study is the interplay between media text and landscape. Discourses 
and practices as interactions among social actors are investigated. 
Theoretically, this study focuses on people's interpretations of text and 
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landscape, and as such, it is an interpretive inquiry which is a major 
tradition of qualitative methodology in approaching human actions and 
interactions with social and cultural implications (Goodson & Phillimore, 
2004). Practically, people's everyday discourses and practices cannot be 
broken into practical quantitative measurements. Therefore, this study 
adopts qualitative methodology. 
In the field of tourism studies, privilege has been given to the 
quantitative dimension of studies to provide insights into such things as the 
market and income generation (Phillimore & Goodson，2004; Riley & 
Love, 2000). However, Jamal and Hollinshead (2001) highlighted the 
importance of the interpretive approach in tourism research. They 
suggested that it was necessary to move from more static, quantitative 
bases to more dynamic and reflexive approaches. Echtner (1999) also 
thought that interpretive methodology was quite useful in examining the 
deep structure of landscape meaning in tourism marketing research. 
3.2 Case study 
The case selected in this study is a Chinese television drama Flowing 
Time and the landscape Black Town. Flowing Time is about a contemporary 
love story. Wen (文)’ a librarian in Black Town, meets Ying (英)，a fashion 
designer from Taipei. They fall in love; however, they are incompatible due 
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to their social backgrounds, life styles, and plans for the future. They 
eventually part although they remain in love with each other for the rest of 
their lives. The television drama set the story mainly in Black Town and 
thoroughly depicted the picturesque water-town view. It also described the 
life and social transformation of Black Town. 
Flowing Time was first released at prime time on Channel 8 China 
Central Television (CCTV 8) in 2003. Both the love story and the elegant 
scenery in Black Town soon aroused a sensation. Flowing Time became the 
classic television drama among a large number of audiences. 
Black Town sits in Zhejiang Province, P. R. China. The town covers 
an area of 71.19 km^ and has a total population of 60,000，with only 1/5 of 
them permanent residents.^ With the Beijing-Hangzhou Grand Canal 
running across, the town boasts black wooden residences on the water. 
With a history of more than 1300 years, Black Town opened to host tourists 
in 2001. After Flowing Time was broadcast in 2003，Black Town soon rose 
to fame as "the last resting-on-water town in China”�Black Town 
entertains 30,000,000 visitors from all over the world every year. It was 
granted AAAAA National Tourist Attraction in April 2010, which was the 
highest honor of tourist destination in China. 
3 http://www.wuzhen.com.cn/wuzhen.eng/about.html 
4 "The last resting-on-water town in China" is the branding slogan at the front of the 
East Zha Scenic Zone in Black Town. 
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Geographically, there are four parts in Black Town: East Zha (东栅)， 
West Zha (西栅)，South Zha (南栅)，and North Zha (北栅).East Zha and 
West Zha are open to tourists as scenic zones while South Zha and North 
Zha are still just for local residences. Most scenes of Flowing Time were 
filmed in East Zha and South Zha. 
The ease was chosen because of both its representativeness and its 
uniqueness. Stake (2000) suggested that the selection of a case is either out 
of a universal inquiry or out of intrinsic interest in the case itself. The case 
of Flowing Time in Black Town is out of the research problematic of 
reconstruction of landscape meaning, but its uniqueness may constrain its 
generalization. 
This case is a distinctive example of film/TV-induced tourism. The 
four perspectives of film/TV-induced tourism attractions all have strong 
influences in Black Town: picturesque attraction, storyline attraction, 
celebrity attraction, and pilgrimage attraction (Beeton, 2005). Furthermore, 
television drama has penetrated to almost every aspect in the tourist 
destination, for example, tourism branding and changes in the local 
people's everyday life. 
As for the uniqueness, this case is different from most cases in the role 
of site in the media text. Lord of the Rings can be used as a comparison. In 
Lord of the Rings, the view of the fairy 'Middle-earth' was filmed in New 
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Zealand. The site in the story and the real location are, in fact, two different 
places although they share the same scenery. However, in this case, the love 
story in Flowing Time was set in Black Town, and Black Town appeared in 
the drama as itself, so it was granted an iconic meaning in the drama. 
Therefore, the meaning and narrative of Flowing Time have been deeply 
embedded into the landscape of Black Town. The effect of film/TV 
induction may be more intense here than in other cases. 
As stated, this case needs more consideration in generalization 
because of its uniqueness. Stake (2000) argued, however, every single case 
can be considered as a small step towards theory building. This case is able 
to shed light on the discursive power in landscape transformation and 
provide practical implication for tourism branding. 
3.3 Textual analysis 
Flowing Time is a fictional construction of Black Town in 
contemporary China. According to the categorization of TV dramas, 
Flowing Time belongs to the genre of continued serial with one single story 
(Ma, 1993). It consists of 22 episodes. 
As illustrated in the research design, myth in the television drama and 
place-myth in the landscape were analyzed first to explore the 
myth-making function of television. Textual analysis was employed to 
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reveal the underlying meaning of the drama Flowing Time. The analytical 
method modeled after Silverstone's argument on myth and narrative in 
television drama (Silverstone, 1981; 1999) and Fiske's analysis of 
television text (1987). Binary opposition, metaphor, and narrative were the 
analytical tools employed. 
3.4 Ethnography 
Another key methodology for this study was ethnographic research on 
the landscape. Scholars (Barnes & Duncan，1992; Barthes, 1986b; 1987b; 
de Certeau, 1984) compared doing ethnography in a place to reading a text. 
The landscape-as-text metaphor provides the rationale of examining 
place-myth through ethnographic work. 
For this case, ethnographic work had two tasks. The first was to reveal 
the place-myth of Black Town. The second was to describe and analyze 
people's everyday discourses and practices to see how myth constitutes 
people，、everyday life under the framework of gaze. Actually, the two 
tasks were inseparable. 
3.4.1 Procedure 
The ethnographic work was done in two phases. The first phase was 
from April 3，2009 to April 7，2009. Once in the field, background 
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information was collected, field relations were established, and 
observations were recorded. After that, preliminary analysis was done on 
the data. Some preliminary categories and routines were found. The second 
phase was from September 29，2009 to October 7,2009. Extensive contacts 
with informants were conducted in this phase. Detailed information was 
collected specifically related to the questions. 
Through the procedure of ethnography, the sampling within the field 
was conducted in three major dimensions: time, people, and context 
(Hammersley & Atkinson, 2007). 
Time is a factor because tourism has its own seasonal cycle. In China, 
due to the holiday regulation, people usually go on vacation during the 
festival leave. Thus, the number of tourists visiting destinations peaks 
during the festival leave. For the field research, the first phase was during 
the Ching Ming Festival, a traditional festival when people always go out 
to mourn their ancestors. The second phase was during the National Day 
along with seven days leave. 
In these two phases, Black Town had many more visitors than on 
normal days. The interactions among the people were highly initiated both 
in intensity and in scope. This provided plentiful systematic data. 
For people, the selection of informants was quite field specific. It 
needed to be done with prior knowledge of the field and related literature. 
37 
As mentioned in the literature review, there are three sets of actors in the 
circulation of tourism discourse: tourists, locals, and intermediaries (Nash, 
1996; Selwyn, 1996; Soper, 2006). Intermediaries refer to things such as 
the government and the tourism industry. 
After the first phase of ethnography, I found that tourism industry 
played a critical role in the development of Black Town. The Tourism 
Development CO. LTD. has turned an obscure town into a famous tourist 
resort by the successful branding of integrating television drama into the 
town image. Tourism industry reached an agreement with local 
government and played a principal role in the exploitation of the local 
residences. Therefore, I argue that the three sets of social actors in Black 
Townare tourists, tourism industry, and local people. In the field, I had 
extensive contacts with these informants. Semi-structured interviews were 
conducted. 
According to Hammersley and Atkinson (2007), people behave 
differently in different contexts, so ethnography is quite setting sensitive. 
Focus was given to the contexts that related directly to the drama, revealed 
place-myth, and initiated social interactions. 
3.4.2 Data Collection 
Field notes were written in Chinese during the field period and shortly 
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after it. Overall, they were counted at 34,000 words. About 120 photos 
were taken as visual supplementary materials. In addition, documents (e.g. 
leaflets made by locals) and artifacts (e.g. souvenirs) were collected and 
also included in the analysis. 
There was another indispensable part of field work - virtual 
ethnography (Hammersley & Atkinson，2007). On the official website of 
Black Town, built by the Tourism Development CO. LTD., there is an 
online forum (http://www.wuzhen.com.cn/bbs/) for tourists to discuss their 
feelings for Black Town. Tourists often publish essays about the beauty of 
Black Town in the forum. In addition, there is a sub-forum specifically for 
Flowing Time in Black Town. This forum functions as a channel between 
tourists and the tourism industry. Therefore, this forum was able to provide 
more data of interactions among actors, and it was an essential supplement 
to the walking ethnography. Participant observation in this forum was 
conducted from April 2009 to March 2010. Essays published and issues 
discussed in the forum were also included in the analysis. 
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4. Mythic Television Drama and Mythic Landscape 
How does media text transform the meaning of the landscape? 
This is the first research question of this study. To answer this question, 
meanings of television drama and landscape need to be analyzed first as 
the prerequisite for the investigation of the mediation process. 
This chapter consists of three sections. The first section is a 
textual analysis of Flowing Time. It finds three mythic themes in the 
television drama: the binary opposition "traditional society/modem 
- society", the metaphor "time flowing like water", and the narrative 
"romantic love". The second section is an ethnographic study of the 
place-myth of Black Town, and identifies the same three themes. It 
also reveals that myth has two functions in the mediation of landscape 
meaning: 1) transforming time and space (Shields, 1991; Silverstone, 
1981); and 2) embedding narrative. The third section is a discussion of 
myth making as a kind of media effects to answer the first research 
question. 
4.1 Myth in Flowing Time 
Television message is mythic, and it is a mediation of people's 
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lived experience in everyday life (Silverstone, 1981). Before doing the 
textual analysis, the context of Flowing Time needs to be clarified. 
Flowing Time was first broadcast in 2003. The story of Flowing 
Time was set in contemporary China from 1998 to 2001. In the context 
of the story, Black Town just began to host tourists and attract 
attention from the outside world. 
At the beginning of the century, China was going through a 
giant social transformation after more than 20 years of fruitful reform. 
Benefiting from the progressing economic development, China was in 
the process of transition from an agricultural country to an industrial 
country, and was integrated into the global financial network. The 
modernization and urbanization deeply changed the landscape and 
people's life in almost every comer of China. Due to the uneven 
development in different areas, some places still held to the traditions, 
whereas others became cosmopolitan. 
The researcher of this study grew up and was educated in 
mainland China. As such, she was sensitive to the cultural codes and 
conventions in the drama and took the social transformation and 
cultural tradition into consideration when doing the analysis. The main 
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analytical tools of textual analysis used in this study are binary 
opposition, metaphor, and narrative. 
4.1.1 Traditional society/modem society 
In structuralism, binary opposition is the basic structure to 
generate meaning in the human mind (Levi-Strauss, 1968). From the 
reading of the leading characters and related plots, a fundamental 
binary opposition in Flowing Time is discerned as traditional 
society/modem society. 
Characters 
Characters in the drama are the main carriers of meaning. Their 
backgrounds, personal styles, and core values are vivid expressions of 
underlying meaning. Their actions are important components of the 
narrative. Wen and Ying are the hero and heroine in the drama, whose 
features are summarized in Table 4.1. 
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Table 4.1: Features of leading characters Wen and Ting 
Leading Characters 
Signifier Wen (Hero) Ying (Heroine) 
Features 
Dressing style Plain; sometimes sloppy Fashionable; tasteful 
Life pace Slow Fast 
Profession Librarian Fashion designer 
Restoration/Old Creation/New 
Handicraft Industry 
Isolated work Division of labor in work 
Poor Wealthy 
Personality Quiet Active 
Hate sociality Good at making friends 
Static Mobile 
Place Black Town Taipei 
Signified Traditional society Modem society 
The images of Wen and Ying portrayed in the drama form a sharp 
contrast. Wen, who grew up in Black Town, graduated from a 
university in Beijing with a Master's degree, and then returned to 
Black Town to be a librarian. As Jin^ said in episode 1，"Wen does not 
adore the metropolitan life. He is devoted to the preservation of 
cultural relics in Black Town." Wen dislikes meeting strangers and 
never answers the phone. He does not talk much and always works 
alone. He is quiet and static. Ying, a fashion designer in Taipei，is a 
5 Jin was a supporting role in Flowing Time. He grew up with Wen in Black Town and was 
the best friend of Wen. He ran a travel agency in Black Town and endeavored to promote the 
tourism there. 
43 
modem professional lady and owns her own company. She has been to 
many places in the world, and never returns to the same place. 
Compared to Wen, she is active, mobile, and good at making friends. 
In addition to the personality contrast, their professions also form 
a sharp contrast. Wen is a librarian engaged in the restoration of 
antique books. He always works alone by hand, using a magnifying 
glass and drying stove. However, Ying's work shows a different 
picture. In episode 1，Ying comes to Black Town with a team of 
models, photographers, and assistants. This division of labor makes 
her work very efficient. 
Actually, the essences of their professions already indicate the 
contradiction between traditional and modem society. As Wen said, 
"my job is restoration, while yours is creation." The fashion industry, 
as one of the sign industries, is a mark of modem society (Lash & 
Urry, 1994)，and its vigor lies in mobility. However, the work of a 
librarian features preservation of the past, which is static. 
According to Giddens' argument, in traditional society, a person's 
life was usually in a local community and the mode of production was 
handicraft (Giddens，1990). Their social intercourses are quite limited. 
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In contrast, industrialization with a high-level division of labor, is 
deemed as the first mark of modem society. The ever-increasing 
economic development provides an essential condition for people to 
upgrade their mobility. 
Wen/Ying is the personification of traditional/modem society. For 
Wen, not only do all of the above-mentioned features reflect the 
working mode and lifestyle in traditional society, but his personality 
embodies traditional society: static, quiet, and isolated. Besides, 
emotionally he loves the old days. However, Ying is the embodiment 
of modem world spirits: mobile, active, and social. 
Therefore, in Flowing Time, all of Wen's features signify 
traditional society and Ying's features signify modem society. 
Places 
Among the dichotomous features discerned on Wen and Ying, the 
places need more elaboration, since mediated landscape is the main 
focus of this study. Before illustrating the place-myth in the 
ethnographic study, I examine the signified meaning of places in the 
drama. 
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As presented in Table 4.1，the main dichotomy of places in this 
drama is Black Town/Taipei, corresponding to the binary opposition of 
Wen/Ying. In the drama, Black Town is depicted as a picturesque 
wonderland isolated from the mundane world. There is only one 
commuter bus to Shanghai per day, as stated in the drama. Traditions 
are preserved there. For instance, Momo's father made ajar of wine by 
hand when Momo^ was bom, which was then buried in the earth and 
are not allowed to be out until the wedding day of Momo. The wine 
was called Nv Er Hong (女儿红 The Wine of Daughter). In addition, 
the blue calico cloth, a special product in Black Town that always 
appeared in the drama, is also handmade. 
Taipei is depicted as a modem metropolis in Flowing Time. 
Scenes of the airport, traffic, KTV, and coffee shop appear. The busy 
and efficient working style in Xiong's^ company is described. Besides, 
Ying and Xiong's house is decorated in a modem style, which is 
different from the black, wood-made architectural style in Ming and 
Qing Dynasties in Black Town. Thus, Black Town/Taipei is considered 
as the signifier of traditional society/modem society; they are the 
6 Momo was a supporting role in Flowing Time, She was a native in Black Town 
and married Wen. 
7 Xiong was a supporting role in Flowing Time. He was a businessman in Taiwan 
and owned his own company. He was Ying's fianc6. 
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geographical locations of different developmental stages of society. 
Moreover, Black Town/Taipei is also the personification of 
Wen/Ying. Besides their shared features mentioned above, several 
scenes in the drama implicate the analogy. In episode 21, Ying told her 
fiance Xiong that she had fallen in love with another man. Xiong 
asked "Who?" Ying said, "Black Town, Wen". It can be interpreted as 
Wen's actual presence in Black Town, or more deeply, Wen is the 
embodiment of Black Town. In episode 20，when Ying saw the 
promotional brochure of Black Town, she couldn't help thinking of 
Wen. Returning to Black Town is the search for true love. Black Town 
and Wen functions as a pair of signified/signifier. 
In summary, a synthesis based on Barthes' model of two signifying 
systems in myth is presented in Table 4.2. In the first-order system, 
Wen, as a character, signifies the place Black Town. All of the features 
of Wen are expressions of place, and Black Town is a personified 
character. The personification of Black Town as Wen is a signifier in 
the second-order meaning system to signify traditional society. 
Therefore, the role of Black Town in the drama goes beyond a 
provider of scenic views, but functions as an essential part in the myth 
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structure to signify traditional society with a personified character. 
Table 4.2 Signifying systems in the myth of Flowing Time 
Wen Black Town 
Signifier of 产 order Signified of 产 order 
Wen is personification of Black Town. Traditional Society 
Sign ofl" order ^SIGMFIER ofT"^ order SIGNIFIED order 
The personification of Black Town as Wen signifies traditional society. 
SIGNof2"d order 
In Flowing Time, the return to traditional society is a way of 
self-reflexivity. In episode 23，Wen and Ying had the following 
dialogue: 
Wen: In Black Town, there are overall seven bridges across the 
river, and they all bring you to the same place. 
Ying: I know. I should know when I first came here, that I can 
reach only one place from here，that is myself. 
In the drama, Ying spent most of her time in Taipei, but inside her 
mind she was summoned from Black Town. The summon is not only 
the pursuit of her lover, but also the chase of self-reflexivity. As she 
stated, "I come to search for an answer." After her third trip to Black 
48 
Town, she found that she became matured. 
As an embodiment of traditional society, Black Town becomes a 
place for people to reflect upon their past. In the drama, this place is 
constructed a pure and pristine wonderland in old times. 
4.1.2 Time 
Metaphor is defined as "the carrying-over from something of 
some of its meanings on to another thing of an apparently different 
kind" (Bignell, 2008，p. 111). Davidson (1979) and Rorty (1989) treat 
metaphor as "transference of meaning." In this study, metaphor is a 
technique of signification. 
The most important metaphor in the drama is "time flowing like 
water", as the title of the drama indicates. From a Western sociological 
approach, time in human societies is abstract. Durkheim (1968) refers 
to "social time" as different from absolute, natural time. Urry (1995) is 
concerned that time is the object of social institutionalization. In 
Western literature, art, and modem cultural industry, there are 
numerous works about the metaphor of water/time, such as A la 
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recherche du temps perdu^ and A river runs through i f . 
From a Chinese philosophical approach, time is a cyclical 
concept that is related to change and balance. Wan Fuzhi^° wrote, 
"something exists before, like the origin of the flow. This is called ‘the 
past'. It is still there. Something is about to come, like the destiny of 
the flow. This is called 'the future'. What is actually in presence is 
called 'the present'" (cited in Chan, 2006, p. 123). The movement of 
time is described vividly, like the flowing water. This shows that the 
metaphor "time flowing like water" has deep cultural roots in Chinese 
historical thinking. 
In the metaphor water/time, water is the signifier and time is the 
signified. There are three meanings in the signifying process. Time in 
Black Town is depicted as fluid，crystallized, and cyclic, resembling 
different shapes of water. 
First, time is fluid. Flowing is the typical movement of both 
water and time，characterized as fleeting and never going back. In this 
sense, time is related to the passing memory. A close analysis of the 
8 A la recherche du temps perdu (in English, In serach of lost time) is a semi-autobiographical 
novel in seven volumes written by Marcel Proust. 
9 A river runs through it is a 1992 American film directed by Robert Redford. The film tells 
the autobiographical story about two young men. 
Wang Fuzhi (王夫之)was a Chinese philosopher of the late Ming, early Qing dynasties 
50 
background scenes of the theme song Flowing Time reveals the 
meaning. All scenes are treated like yellow old photos with a computer 
graphic effect. Scenes move with breeze ripples, just like the surface 
of flowing water. This signifies that time is flowing like water, and 
watching this drama is similar to looking at old photos to retrospect 
old times. The opening sets the time sensitive atmosphere for the 
whole drama. 
Second, time is crystallized. In Black Town, the simple and 
repeated traditional life style is still kept. As mentioned earlier, 
metaphorically the passing time is crystallized there. In the drama, the 
interchangeability of instance/eternity is stated several times. For 
example, the lyrics of the theme song are, "Who makes instance 
resemble eternity? Who makes future resemble past?" In episode 1， 
Ying met Uncle Qi^' for the first time: 
Ying: How long have you been here? 
Qi: My whole life. 
Ying: How Long! 
Qi: The whole life is like one day. 
The longitude of time is blurred, and in Black Town the good old 
time is crystallized. As Wen stated in episode 23, "[the] beauty of 
‘‘Uncle Qi was a supporting role in Flowing Time. He was the director of the Black Town 
Library. He spent the whole life in preserving cultural relics and waiting for the hopeless love. 
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Black Town lies in the ashes of flowing time." The instance can 
become eternal. No matter how much time elapses, something will 
remain in Black Town. 
Third, time is cyclic. In Black Town, the cycle of time is 
expressed in the cycle of people's destiny generation after generation. 
Uncle Qi, described as Wen's predecessor, devoted all his life to the 
preservation of the cultural relic and waiting for hopeless love in 
Black Town. So did Wen. As Wen said after 50 years, in episode 23, 
"at last, I become another Uncle Qi." Wen's granddaughter was going 
to take his job as librarian. The simple and repeated lifestyle and faith 
are preserved from generation to generation as time passes. Therefore, 
in this sense, time is both fluid and crystallized in the convergence of 
cycle. 
In the signification process, Black Town is critical to the meaning 
construction of time. The place is granted the meaning of the memory 
carrier. The running river resembles the flowing time in shape. The 
image of water in the town becomes quite memory sensitive, not only 
in the signification process in Flowing Time, but also in the rich 
inter-texts and contexts provided by Western and Chinese social and 
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cultural products. These inter-texts and contexts help establish 
convention and codes of signification (Bignell, 2008; Dixon & Jones, 
2004). 
4.1.3 Romantic love 
Literally, narrative refers to "an ordered sequence of images and 
sound that tells a fictional or factual story" (Bignell, 2008, p.88). In 
structuralism, narrative has coded sequences to specify the underlying 
mythic structure; it is systemic and ordered (Silverstone, 1981). 
Flowing Time is a love story. The narrative of this story follows 
the traits and the logical sequence of "romantic love" as Giddens 
refers to in The Transformation of Intimacy (Giddens, 1992). 
The rise of "romantic love" began in the late eighteenth century, 
and more or less coincided with the emergence of the romantic 
literature. Giddens (1992) identifies its distinctive features and 
implications. First, "romantic love" in essence can be considered a 
narrative of an individual life; the love story is the core of an 
individual life trajectory. The narrative form of "romantic love" grants 
it a natural infinity with text-dominated arts, such as literature or TV 
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drama. Second, "romantic love" generates a break from everyday 
routine and order. The quest for "romantic love" often involves the 
search for self-identity. It can be an alternative to the mundane world. 
Third, "romantic love" derives from the emotional involvement 
between two persons. Modernity features the dominance of rationality. 
The emergence of "romantic love" and related cultural products 
provide emotional escape from the rational world. Sometimes, 
"romantic love" is dream-like and fantastic. 
The love story of Wen and Ying fits into these three features. First, 
television drama itself is more emotional than cognitive (Silverstone, 
1981)，so it is a fine cultural form to narrate a love story. Second, as 
analyzed above, Wen/Ying signifies the dichotomy of traditional 
society/modem society; each of them fell in love with the one in a 
different world from his/her own. This reveals that they are both 
chasing something alternative from their everyday life. Third, in the 
depiction of the love story, some plots and scenes are unrealistic, 
making the story a fantasy. For example, in episode 8, Wen and Ting 
ran to somewhere unknown. In fact, Wen grew up in Black Town and 
was familiar with everything there. This unknown place was a 
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fantastic place full of trees with yellow leaves. All the leaves were 
flying and dancing like butterflies. This scene was far from the 
common sense and natural rule, and computer graphic techniques were 
used. This example confirms that the fantastic feature of love story of 
Wen/Ying provides strong evidence of "romantic love". 
A close analysis of the narrative finds that a sequential structure 
including four main stages can be discerned in the narrative formula of 
"romantic love" in Flowing Time. This narrative formula also 
coincides with Giddens' argument on "romantic love" (Giddens, 
1992). 
I. Hero and heroine love at first glance. 
In episode 1，Wen and Ying met accidently for the first time at the 
Black Town Library. Several bookshelves were displayed in the room. 
When Ting took one book off the bookshelf, she saw Wen at the other 
side of the bookshelf. They could not take their eyes off each other, 
and the eye contact was emphasized. This is "love at first glance", 
defined by Giddens as "a communicative gesture, an intuitive grasp of 
qualities of the other" (Giddens, 1992, p.40). From the glance, a 
natural attraction can be found mentally and emotionally. 
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II. They each find a soul mate to make life complete. 
In episode 3，Ying told her best friend Fu, who was also a 
Taiwanese girl, "what about meeting another ‘me’ in the world?" What 
she felt was that Wen was the one who knew her best and talked to her 
from the heart. In the drama, there were several times that they said 
the same words at the same time even in different places. In "romantic 
love", people chase such kind of soul mate, someone who makes life 
complete. At this stage, no lust was found, but only psychic 
communication between hearts was narrated. 
III. They depart due to external reasons, often social norms. 
Romantic love features the break from everyday routines and 
rules, so it often encounters external obstacles. In Flowing Time, the 
signified opposition of traditional society and modem society was the 
main obstacle of the love affair. As depicted in the drama, when Uncle 
Qi and Fu heard about Wen and Ying's love, they both said 
immediately that it was impossible: "it is day-dreaming." Although the 
drama designs several plots to illustrate why they could not make a 
life together, such as Ying's illness, the basic contradiction is in social 
norms. 
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IV. Their love ends in tragedy, but feeds upon transgression. 
At the end of Flowing Time, Wen and Ying departed, but they 
were in love for the rest of their lives. Wen told Ying that he was 
building a tall tower on top of which he could see her at the other side 
of the strait. The tall tower appeared in the computer graphics 
animation. This reveals that their love exists in imagination. However, 
their platonic love transcends the constraints of time and space. 
4.1.4 Concluding remark 
The textual analysis of Flowing Time employs binary opposition， 
metaphor, and narrative as the main analytical tools. In the television 
drama text, traditional society/modem society is the fundamental 
binary opposition; the most salient metaphor is "time flowing like 
water"; and the story follows the narrative of "romantic love". 
Through the mediation of the text, the three themes are integrated 
to construct an iconic meaning for Black Town. The town is a simple 
and pure wonderland that is not contaminated by the modernization 
"juggernaut" (Giddens, 1990). The beauty of the on-water wonderland 
is crystallized and preserved in Black Town to signify the good old 
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times in traditional society. It is also the place where the pure romantic 
love story occurs. The mythic themes embedded in the television text 
build a place-myth for Black Town, which is based on the physical 
features of the water town but goes further to transform the town into 
a cultural landscape. The next section is an analysis of the place-myth 
of Black Town using an ethnographic study to explore whether the 
television myth has been embedded into the meaning of landscape. 
4.2 Place-myth in Black Town 
In studies of the television mediated myth, Silverstone (1981) 
pointed out ethnography of our own society is needed to test the 
television myth in everyday culture, but it is often absent. For the 
present research, ethnographic work at Black Town was used to reveal 
the place-myth and its relationship with the television myth. The 
media power to transform the meaning of landscape was investigated. 
Through "reading" the landscape, I found that the three themes in 
Flowing Time, traditional society, time, and romantic love constituted 
the landscape meaning, and the scenes related to Flowing Time were 
highlighted in the tourist destination. 
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4.2.1 Traditional society 
"The last resting-on-water town in China" is the branding slogan 
at the front of East Zha, Black Town. With the Beijing-Hangzhou 
Grand Canal running across, the town boasts the naturally endowed 
beauty of interlaced rivers and watercourses, and a number of canoes 
with black top ramble on the rivers. 
In Black Town, all of the residences are made of black wood, so 
the town was named after this feature. Within the town, there are now 
more than 40 hectares of late century original buildings, and more 
than 100 ancient stone bridges of different shapes. On the official 
website of Black Town, it is described as "a natural museum of ancient 
a r c h i t e c t u r e . " 12 Most traditional buildings are still well preserved after 
enduring so many rough years. Today, native residents still live in their 
old black wood-made houses and preserve the local customs and 
lifestyles of their ancestors. 
East Zha is the first scenic zone that opened to public in Black 
Town in 2001 and it is also the most well-known scenic zone in Black 
Town. All the main attractions are on the East Street, which is adjacent 
12 http://www.wuzhen.com.cn/wuzhen.eng/about.html 
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to the Beijing-Hangzhou Grand Canal. 
The Three White Wine Workshop is located in the middle of the 
East Street. The wine workshop was set up in the early Ming dynasty, 
and is now a tourist attraction to display the hand-made procedure of 
wine brewing. Three White Wine is made from white rice, white flour, 
and white water using a traditional technique. The workshop consists 
of a shop of traditional pattern in the front and a workshop at the back. 
Figure 4.1 displays the work place of the wine shop. 
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Figure 4.1 Work place of the wine shop 
Next to the Three White Wine Workshop is the Foliage Dyeing 
Workshop. The workshop is a traditional Chinese style building. In the 
front there is a shop selling blue calico products. The yard is full of 
high poles and frames with long scrolls of cloth hanging from the top. 
At the back there are a number of local workers displaying the dyeing 
and printing process. Dye-stuffs used in this workshop are distilled 
from natural grass and trees. Figure 4.2 displays the yard of the 
Foliage Dyeing Workshop. 
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Figure 4.2 The yard of Foliage Dyeing Workshop 
Other tourist attractions also exhibit historical relics and 
traditional customs. Hundred Beds Museum displays various beds 
with delicate woodcarvings made in the Ming and Qing Dynasties. 
There are a couple of beds named "sister beds", which are two similar 
beds in shape and carving, with one a little bigger than the other. The 
tour guide said that "sister beds" were made in Qing Dynasty, and for 
young sisters before their marriage. The carvings on the beds feature 
flowers and phoenix, implicating beauty and happiness in Chinese 
culture. 
In the Folk Custom Museum, the folk customs of traditional 
wedding and festivals are exhibited vividly. For example, one 
62 
exhibition hall displays a lively scene of the traditional Chinese 
wedding ceremony with waxworks of bride and bridegroom, 
matchmaker and parents as well as objects such as bridal sedan chair 
and dowries. The bride wears a red silk-made wedding gown 
embroidered with a phoenix pattern and a similar red scarf on her head 
to hide her face. The matchmaker holding the bride is called "Xi 
Niang (喜娘)，，，who is deemed a lucky woman with healthy parents 
and lovely son and daughter. 
Actually, in Black Town, almost every walk of life in traditional 
China can be seen, such as the ancient firefighter Wu Qing Shui Long 
Hui (乌青水龙会）or the Shadow Play Pi Ying Xi (皮影戏)，which is 
a leather-silhouette Chinese cartoon show. Except for the tourist 
attractions that display the traditional lifestyle intentionally, native 
residents also treasure the folk custom in their life. Although the East 
Avenue has become a tourist attraction open to tourists, local people 
still live in their residences along the East Street and lead their lives as 
usual. A number of residences put a pair of scissors upside-down with 
the blades wide open on top of the door. The tour guide explained to 
the tourists that the open scissors resemble a bat in appearance, while 
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the words "upside-down bat" have the same pronunciation as the 
words "coming fortune" in Chinese. Thus, this tiny decoration means 
the blessings in Chinese traditional culture. 
As described above, the whole view of Black Town provides a 
vivid presentation of traditional life in China, either the tourist 
attractions or native life. The life of the local people has become 
another important attraction of Black Town. The official website of 
Black Town terms the town as “a living fossil of ancient civilization 
for its profound history and culture.. .while displaying the 
extraordinary charming of Chinese ancient culture and the soul of the 
oriental life, Black Town has become a disseminator of traditional 
culture...” 13 With its splendid cultural heritage, Black Town deserves 
to be a fantastic tourist destination, displaying the traditional life and 
providing departure from modem society. 
The theme "traditional society" is first and foremost the intrinsic 
anthropological and geographical feature of Black Town. Television, 
however, displays notable effects in the reinforcement of the mythic 
theme through mediation. 
As mentioned before, the power of myth originates from its 
13 http://www.wuzhen.com.cn/vsaizhen.eng/about.html 
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transformation of time and space (Shields, 1991; Silverstone, 1981). In 
this case, television myth sets the time in Black Town in old times, 
which differentiates it from the modem world. Tourist activity 
contains a dichotomy in itself: the ordinary and extraordinary (Urry, 
1990). In this case, this dichotomy is exemplified as 
modem/traditional, which is congruent with the television myth. The 
binary opposition of traditional society/modem society in Flowing 
Time strengthens the image of traditional society by posing a sharp 
contrast to Taipei, a cosmopolitan city. Thus, this theme of place-myth 
is strengthened and the binary opposition in the drama makes Black 
Town more attractive to tourists. The visit to Black Town provides an 
escape from mundane life in the modem city and endows tourists a 
journey to go back to the historical, natural, and pristine world. In this 
way, the television myth is transferred to the place-myth by posing the 
binary opposition to construct the attraction of landscape. 
4.2.2 Time 
"From Hang Zhou to Black Town, only one hour's ride, but time 
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goes back to three hundred years ago.，，】* 
Time is quite sensitive in the image of water town. When 
"reading" the landscape, tourists easily interpret the meaning drawing 
from inter-texts and contexts. As mentioned earlier, although the 
metaphor "time flowing like water" has deep roots in both Western 
and Chinese social thoughts and art works, the television drama 
Flowing Time functions as the most influential one to provide a 
particular signification code to relate water town to memory. 
The typical water town scenery features rivers and watercourses 
interrelated to form a network. Rivers run toward the unknown 
distance and small canoes ramble on the rivers (see Figure 4.3). Such a 
view arouses tourists' cognitive and emotional resonance to recall old 
times. Tourists' essays are the best examples of narrating their 
interpretations of the landscape and their experiences. For example: 
"Black Town, maybe only represents Jiang Nan (the south of 
Yangtze River) in ancient times, Jiang Nan in past tense, Jiang 
Nan in memory, and it is an abstract historical sign, simple and 
elegant.’，i5 
"Black Town is a man, a rigid man. At a moment hundreds of 
years ago, he chose to wait. The history is just like the river never 




people in the world, but the river is always flowing in silence.，，16 
— H i ^ l ^ g j i 
Figure 4.3 Typical water town scene with canoes rambling on 
the river 
The above quotations show that tourists interpret the meaning of 
Black Town in the frame of the metaphor constructed in the television 
drama. The first quotation reveals that Black Town is set in the 
"ancient times", "past tense", and in "memory"; traditional life has 
been crystallized in the town to be a "historical sign", with special 
iconic meaning of "ancient Jiang Nan". The second quotation is a fine 
demonstration of the tourists' understanding of the metaphor "time 
flowing like water". The scenery of water town transcends the 
physical level of innocent view, and gets the meaning "time flowing" 
16 same as footnote 14 
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embedded in the landscape. Here, Black Town is personalized to be a 
man waiting silently as time passes. Therefore, time is both fluid and 
crystallized in this sense. 
According to my observation in the field, when tourists visit 
scenic spots in Black Town, they often talk about Flowing Time to 
express their feelings toward old times, especially on the ‘ 
television-related sites. Black Town Library, where Wen works in the ！ 
I 
i 
television drama, is situated on East Street and is now a popular tourist ‘ 
spot named "Qing Geng Yu Du (晴耕雨读)’’，which means doing farm 
work in sunny days and reading books in rainy days, implicating the 
traditional lifestyle in ancient rural China. At Qing Geng Yu Du, all of 
the displays and staged properties are kept in the same way as in 
Flowing Time. At this particular site, tourists easily recall the scenes 
and narrative of the drama and get into the atmosphere of memory. 
"Time is flowing. Flowing time." Ms Liu, a middle-aged woman 
who comes from Shanghai said to herself at the site, "Normally, I am 
not that sentimental. But standing here, I have the feeling that I am in 
a different world, an old one. I saw these displays on the television, 
and now I see them, but I have the feeling that they are more real in 
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the drama. They are in the old times." 
"Actually, I haven't watched the television drama, but my wife is 
a fan of Flowing Time.” Mr Zhang came to Black Town with his wife. 
"However, I like the theme song Flowing Time, which was broadcast 
on the radio and television frequently for a long time, and even now it 
is often heard in the media. The melody is very peaceful and graceful, 
easily drawing me to think of my past." He and his wife knew each 
other at an early age. When seeing the lounging chair in the yard, 
which was used by Uncle Qi in Flowing Time, he said to his wife, 
"Does it look like the one I used at ten? I lied on it for a whole night 
and got cold." They were happy in recalling their past days. 
It is clear that at specific sites related to the television drama, the 
media text is quite sensitive in generating people's imagination and 
forming interpretations of landscape in a particular frame. The theme 
highlighted in the drama can easily be found accordingly in tourists' 
interpretation of landscape. 
As mentioned before, metaphor is a technique of signification. In 
this case, it works as a cultural code of signification of water/time. 
Through the mediation of metaphor, myth draws close cognitive and 
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affective links between the flowing imagery of water and the old times. 
Thus, the original, innocent landscape is transformed into a cultural 
one. That is, the mythic theme in television drama is transferred to be 
integrated into the place-myth. 
In addition to binary opposition, metaphor is another textual tool 
used to accomplish the function of transforming time and space. In 
this mythic theme, time is crystallized so that the traditional society is 
preserved in the particular place Black Town. Compared to time flying 
in the outside world, Black Town is a wonderland with the beauty of 
simplicity and serenity. In this way, the attraction of a visit to an 
"other" time and "other" place is ftmdamental to its being a tourist 
destination and is formed in the place-myth; therefore, a physical 
landscape is mediated to be a tourist landscape. 
4.2.3 Romantic love 
Flowing Time is a fictional love story. The myth of romantic love 
is constructed in the narrative of the television drama. Upon 
observation in the field, the theme "romantic love" can be discerned in 
the place-myth, with the narrative of Flowing Time deeply embedded 
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in the landscape meaning. 
In the narrative, discursive scenes are of vital importance to 
express the emotions and discourse of the story (Fiske, 1984; Ma, 
1993). For example, Wen and Ying meet at the Black Town Library, 
featuring "love at first sight". Certain places, such as the location of 
the fictional Black Town Library are granted the emotional meaning in 
the narrative. 
At the scenic spot Qing Geng Yu Du (晴耕雨读)，where Black 
Town Library in Flowing Time was situated, all of the displays and 
staged properties are kept exactly as it was in the television drama. At 
the first glance, Wen and Ying stand on either side of the bookshelf 
and cannot help staring at each other. In the field, a lot of tourists want 
to reproduce the same scene in their photographs. 
Chen Liqing came to Black Town with her boyfriend. They were 
both undergraduate students and had been dating for one year. I met 
them at Qing Geng Yu Du. Seeing that a cordon line was around the 
bookshelves, which they were not allowed to approach, Liqing was 
quite disappointed and said, "the thing I want to do most in this tour is 
to have a picture of my boyfriend and me taken just like the first time 
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Wen and Ying met here". Several young couples expressed their 
similar wishes as Chen. 
The same feelings of seeing Black Town as an ideal romantic 
resort can also be found in tourists' essays. For example: 
"This is the library that I have been missing for four years - Qing 
Geng Yu Du, where the story happened. These empty 
bookshelves! Once, a woman chose a thick antique book with 
past time inside. When she took the book off the bookshelves, her 
eyes met a pair of pure and innocent eyes of a man. At that time, 
the world was too quiet to be real. After all, this is a mistaken 
encounter." 口 
The above quotation reveals clearly that for the audiences of 
Flowing Time，the narrative of the television text has been embedded 
into the landscape meaning. The sentimental elements injected in the 
landscape all come from the narrative, which confers every ordinary 
objects in Black Town an iconic meaning. 
The same transference of meaning can also be found in other 
spots, such as in a tourist essay: 
"Black Town is a place for people to expect the occurrence of 
love. The Feng Yuan Twin Bridge attracts lots of young couples 
by the narrative of Flowing Time. Wen and Ying encounter and 
miss each other so many times on this bridge, attracting others 
with the similar love experiences come to this place to 
1 R 
retrospect their own past love." 
"http://www.wuzhen.com.cn/bbs/ 
18 same as footnote 16 
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Feng Yuan Twin Bridge (逢源双桥)is a famous scenic spot in 
East Zha Scenic Zone. It is a stone bridge separated in the middle. In 
the local legend, walking past the bridge through the left part will 
bring you the luck of promotion in government, and walking through 
the right part will bring you the luck of success in business. The local 
legend mentions nothing about romance in terms of this bridge. 
However, in the drama, Wen and Ying met several times on the bridge, 
making the bridge an iconic place for romantic encounter. The above 
quotations from tourists' essays reveal that tourists interpret the 
landscape in the narrative of Flowing Time. 
Therefore, I argue that myth embeds the narrative in the meaning 
of the landscape. As for the place-myth "romantic love", the physical 
landscape is quite innocent, and this theme is wholly imposed by the 
television drama. It is a fine demonstration of the media effects in 
transforming the innocent landscape into a romantic resort. The 
narrative provides a particular cultural frame for tourists to interpret 
the landscape (Hartley, 1982; Silverstone, 1981). All ordinary objects 
in Black Town have been granted an emotional meaning in the 
tourists' interpretation. In this way, the place-myth confers the 
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landscape a romantic meaning through the mediation of narrative. 
4.2.4 Concluding remark 
The ethnographic study in Black Town found that there are three 
themes in the place-myth: traditional society, time, and romantic love. 
They are congruent with the themes in television myth. It 
demonstrates that the place-myth of Black Town is constructed by the 
television text. 
Through the mediation of myth, television reconstructs the 
meaning of the landscape. Myth displays diverse functions in the 
mediation of three themes. First, in the mediation of the mythic theme 
"traditional society", myth shows the function of transforming time 
and space (Silverstone, 1981; Shields, 1991). By posing the binary 
opposition of traditional society/modem society, television text resets 
Black Town in the old times to form a contrast to modem world, and 
hence strengthens the place-myth of traditional society in Black Town 
as "other time" in "other place" (Silverstone, 1981; Shields, 1991). 
Second, in the mediation of the mythic theme "time", myth also 
transforms time and space (Silverstone, 1981; Shields, 1991). The 
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metaphor "time flowing like water" is a useful tool to provide a 
cultural code of the signification of water/time in tourists' 
interpretation of the water town scenery. The theme of crystallized 
time helps to build the image of traditional society, making Black 
Town an "other place" different from mundane world. 
Third, the narrative "romantic love" in Flowing Time has been 
embedded into tourists' interpretation of the landscape. Through the 
mediation of narrative, the landscape becomes emotionally personified. 
Myth reconstructs the meaning of landscape by embedding the 
fictional narrative into the people's interpretation. 
Among the three themes, the mediation of the first two is based 
on the physical features of the landscape, whereas "romantic love" is 
wholly imposed by the television drama. I argue that television has 
remarkable effects in transforming the meaning of the landscape 
through the mediation of myth. Myth constructs the place-myth of 




As the first part of the research design, this chapter served as a 
static investigation of both the television myth and the place-myth. 
Textual analysis and ethnography were employed to reveal the mythic 
themes in Flowing Time and Black Town. In Flowing Time, three 
mythic themes were found: the binary opposition "traditional 
society/modem society"; the metaphor "time flowing like water"; and 
the narrative "romantic love". In the place-myth of Black Town, the 
same three themes were identified. The congruency of television myth 
and place-myth demonstrates that there is a transfer of meaning from 
television drama to the landscape in tourists' interpretation. 
As a response to the first research question - How does media 
text transform the meaning of the landscape, I argue that the meaning 
of landscape has been transformed through the mediation of myth. 
Television functions to transform the time and space of the landscape 
and embed the narrative of the television drama into the meaning of 
landscape, and therefore the place-myth is constructed. 
Previous studies of myth and place-myth found that myth has the 
function of transforming time and space (Shields, 1991; Silverstone, 
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1981). This case confirms that myth has remarkable effects in this 
perspective. Through the textual tools of binary opposition and 
metaphor, Black Town is constructed as an ancient pristine 
wonderland crystallized in the good old times and isolated from the 
mundane world. The attractions of "other" time and "other" place 
constitute the essential element of a tourist destination. Thus, the 
physical landscape is mediated to attract tourists. 
The narrative embedding function of myth is especially 
distinctive in this case. It is the power of myth to impose the theme 
"romantic love" on the innocent landscape and thus transform it to be 
a romantic resort. It echoes with one of the attractions of 
film/TV-induced tourism mentioned in Chapter One: storyline 
attraction (Beeton, 2005). This feature also shows how 
film/TV-induced tourism differentiates from tourism documentary and 
forms unique attraction. 
In this study, myth is considered as a kind of media effects. By 
transforming time and space and embedding the narrative, television 
reshapes the image of Black Town as a romantic wonderland 
crystallized in the river of time. However, this study does not posit 
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that media text exerts influence independently. There are several 
factors that need to be considered. The first factor is the quality of the 
particular media forum (Simonson, 1999). Flowing Time was first 
broadcast in CCTV, which is the most influential media in China. The 
nationwide broadcasting network and the unparalleled impact of 
CCTV guaranteed the high rating. Besides, the official authority of 
CCTV has granted the television drama a special status, just as 
Simonson (1999) argues the prestige of media institutions can be 
transferred to the objects related to them. Second, inter-text and 
context are important in the construction of place-myth. This case 
study is in the Chinese context. The rich classical literature and 
philosophic works provide bases for the establishment of cultural 
codes of signification. Therefore, considering the effects of television 
text in this case, such factors should not be neglected. They also 
provide orientations for future research. 
The construction of the place-myth is only the beginning of the 
mediation story. Nowadays, television as a social institution is in a 
constant interplay with other social institutions and actors to exert its 
influences. Thus, in this case, the gaze mechanism accomplishes the 
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signification circuit of meaning in social actors' everyday discourse 
and practice. The next chapter addresses how the mediated meaning of 
landscape is reproduced and reinforced through interactions among 
social actors under the framework of gaze. 
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5. How Gaze Works? 
Chapter Four demonstrated that television makes myth to 
transform people's interpretation of the landscape. In the mediated 
place-myth, Black Town is constructed as a pristine romantic 
wonderland that is crystallized in the river of time and isolated from 
the mundane world. 
Chapter Five goes further to investigate the dynamic mechanism 
of the discursive formation of place-myth in people's everyday life 
under the framework of tourist gaze. It responds to the second research 
question: how is the mediated meaning of the landscape constitutive of 
and constituted by the everyday life of social actors in film/TV-induced 
tourism? This chapter is divided into five sections. The first section 
clarifies the approach. Gaze is considered a synthesis of discursive 
practices in this study. The next three sections provide illustrations of 
actions of three sets of social actors: tourists, tourism industry, and 
local people. Diverse roles in the gaze mechanism are analyzed in 
detail. The last section of the chapter is a summary of findings and it 
presents gaze as the extension of myth-making as media effects to 
reproduce the meaning of the landscape. 
5.1 Present approach of gaze 
"The gaze is constructed through signs, and tourism involves the 
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collection of signs" (Urry, 1990，p.3). The framework of tourist gaze 
proposed by Urry inherits Foucault's legacy, and treats the tourist 
landscape as a spectacle gazed upon by tourists. Although Urry (1990) 
asserted that tourist professionals and a number of non-tourist 
activities, such as watching film or TV, play crucial roles in the 
construction of tourist gaze, he still considered that the subject of 
tourist gaze is the tourists themselves. He applied the mode of gaze to 
explain the tourist activity, treating tourists as semioticians. It is 
through tourist gaze that the physical landscape is transformed into the 
tourist landscape with cultural meaning. 
After the analysis of field data, this research found that in the 
process of signification, no single social actor can accomplish the 
signifying practices independently. Actually, tourists, tourist industry, 
and local people are three sets of social actors in the active process of 
mediation. In addition to tourists, local people and tourism industry 
also gaze upon the landscape and grant it cultural meaning through 
their discourse and practice. 
The place-myth of Black Town is in a dynamic process of 
mediation. In the field, three sets of social actors have rich and wide 
social interactions, and their interactions reach inter-subjectivity in the 
meaning of the landscape. In the discursive community formed by 
tourists, tourism industry, and local people, the place-myth has been 
81 
normalized into their interpretations of Black Town and internalized in 
their everyday routines. Therefore, the place-myth has been 
reproduced in a hermeneutic circuit of signification. 
Before going deep into the analysis, I want to clarify the 
approach and key concept. From a Foucauldian approach, the analysis 
focuses on the 'discursive practice' of social actors in everyday life to 
examine how place-myth is normalized into people's interpretation of 
landscape. Gaze is not the single act of seeing, but a synthesis of 
discursive practices of social actors. 
Foucault defined discourse as "an entity of sequences of signs in 
that they are enouncements" (Foucault, 1972, p. 141). Within 
discourse, meaning is produced in the frame of rules and routines. 
Knowledge is produced and distributed within discourse at a particular 
historical moment. As Hall (1997) posited, Foucault extended the 
concept of discourse beyond the scope of language, and included all 
social practices into the camp of discourse, "since all social practices 
entail meaning, and meanings shape and influence what we do - our 
conduct - all practices have a discursive aspect" (Hall, 1992，p. 291). 
This is what Foucault meant by "discursive practice". 
According to Hall's interpretation of discursive practice, it 
contains both language and practice. It defines the topic of the talk and 
the focus of action (Hall, 1997). It influences how meaningful 
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thoughts are put into practice and are used to discipline the conducts 
of social actors. Discursive practice can be a specific way of talking in 
a discursive community, and can also be a routinized pattern of 
conduct within particular institutional sites. 
In this study, gaze is considered as a synthesis of discursive 
practices of three sets of social actors. It includes not only the visual 
sense, but also other physical, cognitive and affective activities. Gaze 
is not a one-way meaning conferring process, but a hermeneutic cycle 
of meaning reproduction through interactions among social actors. 
Through gaze, place-myth mediated by Flowing Time is reproduced 
and reinforced as 'knowledge' in the discursive community. Therefore, 
gaze is a kind of media effects to sustain the mediated meaning of the 
landscape. 
5.2 Tourists 
According to Urry's argument, tourists form the main body that 
exerts the gaze (Urry, 1990). Actually, the analysis of place-myth in 
Chapter Four already reveals that tourists interpret the landscape in 
Black Town mainly in three themes related to Flowing Time: 
traditional society, time, and romantic love. Both their talking in the 
field and their essays are fine demonstrations of their gaze upon the 
landscape to endow meanings. 
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In the field, tourists behave as "seekers". They are actively 
seeking the view that appeared in Flowing Time. In the East Zha 
Scenic Zone, I met a tour group guided by the Colorful Jiang Nan 
Travel Agency. Three girls Xia, Zhang, and Wang were members of 
this group. They were undergraduates in Nanjing University. Xia told 
me, "We have planned this tour for quite a time. Black Town is the 
heaven in our mind after watching Flowing Time several years ago. 
Before coming here，we watched the television drama again." 
As soon as they stepped into the East Street, the three girls asked 
the tour guide where the Foliage Dyeing Workshop was. "In the 
television scenes, Ying was rambling in the drying ground, with so 
many long cloth of blue calico hanging around, she was like a genius 
dancing with all the beautiful blue calico." Xia said when I asked her 
the reason why they were looking for the Foliage Dyeing Workshop. 
When entering the drying ground, they were quite excited to see 
the beautiful view the same as it was on the television screen. They 
imitated the gestures and motions of Ying and took pictures. The 
drying ground was full of tourists taking pictures just like the three 
girls. 
During the field work in Black Town, I often heard such 
questions as: "Where is the wine shop Wen and Ying drank?" and 
"Where is the post office Wen sent the letter?" Tourists come to Black 
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Town with a preconceived image set by the television drama. As 
seekers, they are searching for something related to the media text. 
They intentionally or unintentionally embed the narrative of the 
television drama into the physical spot, and imitate the activities of the 
roles in the drama. The seeking activity is a kind of gaze. Through 
their discursive practices described above, the landscape is gazed upon 
to be television mediated, so that the place-myth is reproduced and 
reinforced as knowledge. 
5.3 Tourism industry 
Modem tourism is a systematic force in modernity. It transforms 
both the landscape and the lifescape of a place. In the case of Black 
Town, I analyze the influence of tourism industry at two levels: the 
macro level, at which the tourism industry mediates the landscape 
through branding and packaging, and the micro level, at which the 
mediated landscape is projected into tour guides' routinized discursive 
practices. 
5.3.1 Tourism company as "designer" 
Branding is a means of signification used by the tourism industry 
to make a destination more attractive. The tourism industry in Black 
Town makes extensive use of the mediated myth in Flowing Time, and 
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utilizes the television text elements in its branding strategy. The 
tourism company, therefore, acts as a designer at the macro level of 
the landscape. In this way, the mediated meaning is reproduced and 
reinforced. 
The Black Town Tourism Development Company invited Liu 
Ruoying (the actress playing the role of Ying in Flowing Time) to be 
the image agent of Black Town, and posted stage photos of Wen and 
her in the areas frequented by tourists. Besides, in 2010，a new 
advertisement starring Liu was filmed for the West Zha Scenic Zone 
and can be seen on CCTV and Dragon TV^^. 
In this advertisement, Liu portrays a tourist who returns to Black 
Town. She lives in the residence of local people, eats traditional 
Chinese food with the locals, and rambles with children in the night. 
Ancient architecture and traditional life are displayed vividly in the 
video. Liu's monologue invokes the metaphor of time flowing like 
water. The video begins with her describing the flow of "enchanted, 
soft water, serene time, back to the dreamlike Black Town." The water 
metaphor calls to mind a feeling of serenity and simplicity. 
Furthermore, this video embeds the elements of television drama into 
the town's image. At the end of the video, Liu gazes at an old photo, 
19 Dragon TV is a television station based in Shanghai, China. It is a member of the 
Shanghai Media Group (SMG) and is one of the most influential television stations 
in China. 
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which shows Wen and Ying holding hands in Flowing Time, and 
smiles. She says "the beautiful memories in Flowing Time illuminate a 
comer of the past. I am not a transient guest any more. I come, and 
never leave." This ending completes the ending of Flowing Time’ in 
which Ying never returns to Black Town. This ending draws the 
narrative of television drama into the interpretation of the landscape 
and helps to build the play-myth of romantic love. 
This video is a presentation of place by the tourism industry. The 
place-myth displayed in the video reflects how the tourism industry 
wishes to portray the town. The tourism industry, through its video, 
wants to confer upon the landscape the three mythic themes shown in 
Flowing Time. The use of television text elements, including the key 
character, the plot, and other factors, provides a frame for gazing upon 
the town and, therefore, disciplines people's interpretation of it. 
The video can be considered a large mediated frame through 
which to read the landscape. Within the areas frequented by tourists, 
the tourism company sets markers to guide people's gaze within this 
frame. These markers clearly indicate the intimacy of Flowing Time in 
particular spots and help to reinforce the place-myth (Urry, 1990). 
Take an artifact as an example. In the West Zha Scenic Zone, a 
new clock has been set up outside one residence on West Street. This 
clock is made of iron and is painted white, which is quite different 
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from the residence that is made of dark wood. Furthermore, the clock 
is designed in the Western style, which is not in harmony with the 
traditional style of Black Town. Both sides of the clock bear a picture 
of Liu Ruoying. One side shows “Black Town Time" in English while 
the other side displays it in seal characters (蒙体)，a traditional 
Chinese calligraphic script (see Figure 5.1). Local people said that this 
clock was placed there by the tourism company when West Street was 




Figure 5.1 The clock "Black Town Time" 
Clock is of vital importance in highlighting the regulation of time. 
Thompson (1967) posits that obedience to clock-time is one mark of 
industrial capitalism, unlike orientation to task in traditional society. 
The standardization of time in reference to Greenwich Mean Time 
marks the disembedding of time from local communities (Giddens, 
1990). 
In this case, the clock is used by the tourism industry to create an 
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atmosphere of local time that is different from the time observed 
elsewhere. The characters "Black Town Time" show the close 
relationship between time and place. The picture of Liu Ruoying 
intentionally imposes the elements of the television myth onto the 
landscape. Local time is highlighted to make Black Town an isolated 
place from the mundane world, in keeping with the narrative of 
Flowing Time. 
Other artifacts (souvenirs, posters, etc.) featured in Flowing Time 
are widely distributed throughout the scenic zone. These markers are 
important to provide a certain frame within which to construct gaze. 
Thus, it is appropriate to argue that the tourism industry intentionally 
shapes the image of Black Town by adding elements of the television 
drama and by imposing the television myth onto the landscape. In 
other words, the tourism company designs the landscape by using both 
artificial decoration and branding strategy. 
This demonstrates that the design of the landscape image is not 
free at will. The tourism industry gazes upon the landscape through a 
television-mediated lens. Its discursive practices are both normalized 
by the television myth and normalize the tourist experiences. Taken 
together, this plays an important part in the circuit of meaning 
reproduction. 
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5.3.2 Tour guides as "guiders" 
Interactions between tour guides and tourists can be seen as the 
projection of branding strategy in the micro practices of everyday 
routine. Tour guides are indeed "guiders" providing clues for tourists 
to interpret the landscape in a certain frame. I participated in six tour 
groups and observed their practices, and found that there is a definite 
work routine of tour guide in introducing the spots. 
Di Pei (地P咨）refers to the local tour guides. When nonlocal 
travel agencies bring tour groups to the town, usually they would ask a 
local guide to serve the tourists. 
The tour in East Zha starts from the Feng Yuan Twin Bridge. Di 
Pei introduces to the tourists saying: 
"Welcome to Black Town! Look at your right side. This is Feng 
Yuan Twin Bridge. A number of scenes in Flowing TirriQ were shot 
here, do you remember? Huang Lei20 and Liu Ruoying met here. You 
can take a picture here...“ 
Next, the tour group goes to the Three White Wine Workshop, 
Foliage Dyeing Workshop, Qing Geng Yu Du one by one. Tour guide 
mentions Flowing Time every time when introducing the spots. 
"Attention! This is the famous Three White Wine Workshop. 
Three White wine is a specialty of the town. But it is Flowing 
Time that makes it famous. Do you remember? Characters in the 
television drama drink this wine. You can go inside to see how it 
is made." 
Huang Lei is the actor playing the role of Wen in Flowing Time. 
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"See! This is Foliage Dyeing Workshop. In Flowing Time, Liu 
Ruoying featured a few scenes shot here..." 
"Qing Geng Yu Du. This is the location of Black Town Library in 
Flowing Time. Wen is working here..." 
The above quotations reveal that the tour guide intentionally 
mentions Flowing Time to generate and sustain certain gaze. Such 
discursive practices have enmeshed into the everyday routine of their 
work. Their words are actually guiding the tourists' interpretation 
under the frame of Flowing Time, so that the meaning is constructed 
and circulated. 
I asked one of the informants, Jiang, why all the tour guides 
introduce spots in the similar way and mentioned Flowing Time. Jiang 
is a native of Black Town. She has worked in the scenic zone for two 
years, since she recceived a certificate from a tourism training college. 
She answered that when she worked as an intern guide in the scenic 
zone, a veteran instructed her as supervisor. She followed the veteran 
and imitated the working routines of the veteran. 
Such a process is similar to learning the newsroom routine within 
the journalist internship system described by Tuchman (1997). The 
fresh leam from the veteran through observation and participation, so 
that the professional routines are kept and circulated. In tourism, the 
discursive practices become part of the tourism introduction in the 
guides' work routine. On one hand, gaze is constructed by the 
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professionalized and institutionalized discourse to constrain in the 
frame of place-myth. On the other hand, social actions of the tour 
guides themselves are disciplined and normalized in the large 
hermeneutic cycle of meaning reproduction. Their own interpretations 
are television-mediated. Therefore, the gaze is both constitutive and 
constituted. 
5.4 Local people 
Local people are also interpreters of Black Town. Compared to 
tourists' short encounter with the landscape, local people are in a more 
intimate relationship with the landscape. They are much closer to the 
concrete reality, and they experience the concrete reality and the 
staged reality provided by the tourism industry simultaneously for a 
long time. In Black Town, local people have formed an important 
army to shape the meaning of the landscape through their discursive 
practices as "designers", "guiders", and "boosters". Meanwhile, the 
transformation of the landscape has also deeply influenced the life of 
local people. 
5.4.1 Tri-cyclists as "designers" and "guiders" 
Tri-cyclists are an important group serving tourists and offering 
interpretations of the town. In Black Town, there are no automobile 
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taxis. Three-wheel pedicabs are the main vehicles for tourists to take 
with short route. Tri-cyclists are much more than vehicle drivers. They 
are actually underground tour organizers offering a different tour route 
to tourists other than official scenic zones. They play the roles of both 
"designers" and "guiders". 
The ground in front of the Bus Station and the square at the exit 
of the East Zha Scenic Zone are two main gathering places for 
tri-cyclists. Usually, they park the tricycles there and take a rest. When 
visitors come out, they would approach and propose to visit the Old 
Street on their tricycles. During field work, I encountered such offer 
more than ten times. Tri-cyclists talked in this way: 
"Ms, have you been to the Old Street? That is the real Black 
Town. You can find the scenes in several famous television drams 
there，such as Flowing Time, Orange Becomes Re(f \ Giant Corn 
Barn^^. Those spots haven't been exploited by the tourism 
company, so you do not need to pay entrance fee." 
Shao Wanyou was one of the tri-cyclists. He asked for Y50 for 
the tour to the Old Street, which is actually the South Street in South 
Zha. Until now, South Zha has not been included in the commercial 
scenic zone, and all native people still live in the elderly residences 
inherited from their ancestors. Tri-cyclists want to present the Old 
Orange Becomes Red (Ju Zi Hong Le 橘子红了）is a Chinese television drama 
and was first broadcast in 2002. The story was set in a water town in late Qing 
Dynasty. 
22 Giant Corn Barn (Tian Xia Liang Gang 天下粮仓）is a Chinese television drama 
and was first broadcast in 2002. The story is about the corruption of com market in 
Qing Dynasty. 
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Street to tourists as "the authentic Black Town" compared with the 
staged Black Town in East Zha and West Zha. 
Shao first led me to Zhang Tongren Old Residence (张同仁老宅). 
Shao asked me to pay Y1 to the house owner, who was the 
descendants of Zhang Tongren. Shao explained that Zhang Tongren 
was a government official in Ming Dynasty, so he was wealthy enough 
to build such an elegant house with delicate wood carvings and brick 
carvings. He explained the meanings of the bat pattern on the window, 
and the patterns of plum blossoms, orchid, bamboo, and 
chrysanthemum. His account was very fluent and sounded exactly like 
a professional tour guide. 
"Ms, do you see the bat pattern on the window? The upside-down 
bat is a widely-seen pattern in Black Town, meaning 'fortune is 
coming', (pointing to the door) Do you see the patterns? Plum 
blossoms, orchid, bamboo and chrysanthemum, they are granted 
the title "Four Flower Gentlemen" in traditional Chinese culture. 
The wood carvings here are the best in Black Town. You can take 
a picture. I will show you the best angle." 
While he explained, I noticed several other tri-cyclists were also 
explaining to their guests in similar words as Shao. After that, he 
pointed to the aisle where Orange Becomes Red was shot. In Orange 
Becomes Red, the actress walked slowly across the aisle in the night, 
with a lantern in her hand. Some girl tourists took pictures in the aisle. 
The next spot Shao introduced was "Two Holes, Three Skies 
(Liang Dong San Tian 两洞三天)”，which was filmed in Flowing 
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Time. When people looked on the ground, it seemed like two arched 
doors separate the sky into three parts, which was how this spot got its 
name. Just near the arched door was a shop selling tourism souvenirs. 
Shao picked up a postcard from the shop counter and showed it to me 
saying, "Ms, see, Flowing Time filmed the view here. It is unique, and 
you can never see such view outside Black Town. Once, Liu Ruoying 
was here, and we all saw her." 
On the postcard was a stage photo of Flowing Time, with Liu 
Ruoying under the arched doors here. This postcard was very old and 
not for sale. Other tri-cyclists also showed this postcard to their guests, 
and all were quite acquainted with the shop owner. Obviously, this 
postcard was a tool used for spot introduction. Tri-cyclists have 
rearranged the private tourism resources into an organized route. In 
this sense, they undertook the roles of tourism company and tour 
guides at the same time. They were both "designers" and "guiders". 
Then, we went to the next spot "Zhu Hengli Dyeing Workshop 
(朱恒禾ij染坊)’，.It was a private residence like Zhang Tongren Old 
Residence. The present owner inherited the ancestors' dyeing career 
and ran a modernized factory elsewhere. This residence was their 
living house, which they opened to the tourists and charged an 
entrance fee of Y1 per person. Shao also did an explicit introduction 
of the brick carvings and wood carvings. 
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Then, we arrived at the end of the South Street, where a stone 
arch bridge came into view. Shao explained that this bridge had three 
names. Its original name was "Fu Lan Bridge (、浮i阑桥)，，，the official 
tourism company called it "Nan Chang Bridge (南昌桥)，，,and local 
people called it "Nan Shi Tou (南石头)”.He asked, "Do you 
remember the first episode of Giant Corn Barnl This is the bridge the 
little girl jumped from. This television drama filmed a lot of scenes on 
the South Street." He was a skilled photographer, explaining the best 
angle to take picture of this bridge. "Leave a little distance over there, 
and you will get the same view as the scene in the television drama." 
During the tour, Shao told several folktales and historical stories, 
showing his rich knowledge of local history. 
Shao: I grew up here, there is no comer in Black Town that I am 
not familiar with. 
Me: How did you get so much history knowledge? I think you 
know much more than the tour guide in the scenic zone. 
Shao: These stories are handed down mouth to mouth from 
generation to generation. When I was a little boy, I liked to listen 
to the old man's oral story. 
Shao shared his life experience. He was a carpenter in his early 
ages. These years, more and more tourists come to Black Town. Like 
other local people, he started his tri-cyclist career in 2001 to make 
more money. As Shao illustrated the recent history of Black Town: 
"In fact, Black Town has changed a lot since the tourism 
company set up the Scenic Zone in 2001. Previously, we even did 
not have the geographic zones East Zha, West Zha, South Zha, 
and North Zha, but only East Street, West Street, South Street, 
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and North Street. It is the tourism company who named them as 
Zha. Before, all men worked outside and lived their lives by 
skills, and all women worked in the textile factory. We lived 
harmoniously and quietly. However, now, all people do business 
to make money from tourists." 
When asked which films and television dramas were filmed here, 
he became very excited. "You went to the right person. I have worked 
for several film crew." According to his account, the first film shot in 
Black Town was the film Lin Jia Pu Zi ^^  in 1959. The second one 
was Du Shi Niang^"^ in 1981. After that, a number of films and 
television dramas had presented the view of Black Town on screen, 
but did not draw much attention. In 2003, after the broadcast of 
Flowing Time, Black Town became a household name. Thereafter, 
more film crews came to Black Town, Orange Becomes Red, Giant 
Corn Bam, etc. The latest one was Hong Lou Meng (红楼梦）in 2009. 
Shao is typical for the tri-cyclist group. The tour route of Old 
Street is developed out of their collective action, and offers a 
distinctive interpretation of the landscape. This underground economy, 
compared to the official tourism company, has integrated private 
landscape resources into a systematic tourism product. Their 
interpretations of the landscape come mainly from lived experience 
23 Lin Jia Pu Zi (Lin's Shop 林家铺子）is a Chinese film produced in 1959. It was 
adapted from the novel with the same name written by Mao Dun. Mao Dun was a 
native in Black Town, so the archetype of Lin's Shop was set in the town. 
24 Du Shi Niang (杜十娘）is a Chinese film produced in 1981. It is about the life 
story of a famous prostitute named Du Shi Niang. 
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and oral history, but nowadays mediated experiences have been more 
and more involved into their life world, as Black Town has appeared 
so many times in the fictional stories on film and television. 
The field data revealed clearly that the txi-cyclists have formed a 
systematic and routinized work pattern in their discursive practices. 
They could be considered the counterparts of the tourism company 
and tour guides in the underground economy. Furthermore, they 
intentionally embed the elements of films and television dramas into 
their work routine to highlight the media-text-related meanings of 
landscape, so as to form unique attractions to tourists. 
Tri-cyclists had complicated feelings towards what they called 
"tourism company", which brought economic development to the 
town and opportunities to earn money to themselves. Yet, it mined 
their serene life. Shao lived in West Zha for generations, but in 2007 
the tourism company forced his family to move out because West Zha 
needed to be vacant to serve tourists. 
Therefore, there were two forces of tourism service providers in 
Black Town: one was the official "tourism company" and the other is 
the underground local tri-cyclists. They were in a constant struggle of 
authority to construct the meaning of the landscape. Tri-cyclists 
claimed that they showed the authentic Black Town, different from the 
staged one shown by the tourism company. During the tour route, 
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Shao told me that some houses and buildings in East Zha and West 
Zha were renovated, and the residences used to serve tourists were 
built only last year. However, the tourism company also alleged that 
the tour tri-cyclists offered was not authentic. There was a notice 
outside the Scenic Zone put by the tourism company: 
“In Black Town, East Zha Scenic Zone and West Zha Scenic 
Zone are historical conservation streets approved by Ministry of 
Construction and State Administration of Cultural Heritage. In 
the name of "ancient Black Town" "Old Street", a few illegal 
operators mislead or even cheated visitors. Thereby, visitors 
cannot get insight into the traditional custom and culture of Black 
Town." 
This notice demonstrates the intense contradiction between the 
company and the tri-cyclists, which can be seen as part of their 
interactions. Both parts claim that they provide the authentic town. 
However, it is obvious that they both absorb the television related 
elements into the work routine to interpret the landscape in the 
mediated way. Their eyes that look at the landscape are not innocent at 
all, but have a preset image from the television text. 
Both the company and tri-cyclists use the drama elements to draw 
the attention of tourists. Through their gaze upon the landscape, the 
television-mediated meaning has penetrated into people's social 
interactions in daily routines. Thus, meaning is reproduced in 
everyday life through the circuit of signification, so Black Town forms 
constant attraction in people's interpretation of the landscape. 
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5.4.2 Family motel hosts as "boosters" 
During the second stage of the fieldwork, I stayed at a local 
family motel. The first day I arrived at Black Town, when I stepped 
out of the Bus Station, there was a warm welcome from a large 
number of local people. Some of them were tri-cyclists. Others were 
motel hosts in the town. They were inviting tourists to hire their 
service or stay in their motels. I was surrounded by words such as, 
"Ms, wanna go to East Zha? I will give you a ride. Only Y5. Flowing 
Time was shot there." "Ms, stay at my motel. Neat and safe. Only 
Y80 per day. We have automobile to offer you a ride to West Zha. The 
night view in West Zha is the same as in Flowing Time ..." 
I followed a middle-aged woman named Zheng Aifang to her 
family motel Hundred Flower Motel, only five minutes ride from the 
Bus Station by motor. Her house was at the end of a lane adjacent to 
the main avenue Zhi Cai Road (植材路).It was a three-storied house 
with all the outer walls decorated with white ceramic tiles. There was 
a car bam in the yard and a yellow dog was sleeping at the door. 
Zheng said that after Black Town became scenic zone in 2001 a 
lot of natives gave up their original jobs and began to serve the tourists 
in all walks of life and earn money. Her family was an example. She 
and her elder sister had worked in the textile factory in the town 
before they decided to quit the job and open the family motel in 2005. 
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"My husband Hu Sheng was a driver, so we bought a car to offer rides 
to the tourists. Hu Sheng's brother Hu Lin runs a restaurant just on the 
opposite of the family." 
In Black Town, family motel is quite normal. The neighbor of 
Zheng has another family motel named Uncle Motel. Her sister also 
runs a motel in another part of the town. Even the natives who do not 
run motels have a couple of vacant rooms to accommodate tourists in 
peak time. 
"There are overall ten rooms for guests. For the following 
National Day Holiday, all rooms have been reserved. You can stay in 
my daughter's room. She is now in a board high school in Tong Xiang. 
When she comes back for holiday, I will ask her to make up a bed on 
the floor in our room," Zheng said to me. 
For the next two days, I spent the whole mornings in the living 
room, which functioned as the motel lobby, to observe the interactions 
between the hostess and tourists. Normally, tourists who came to 
Black Town for the first time would ask Zheng advice on where to 
visit. Tourists had a rough idea of Black Town from the television 
drama Flowing Time. And the hostess would mention Flowing Time to 
form attractions. 
For example, Mr and Mrs Zhao, together with their daughter 
Zhao Yan, came to Black Town on September 30, 2009. They had a 
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conversation with Zheng in the living room after check in: 
Mrs Zhao: Aha! Where shall we go? We haven't been to Black 
Town before. But it seemed so familiar to me. I want to see the 
bridge, the wine shop... 
Zheng (smile): Most scenes in Flowing Time were filmed in East 
Zha and South Zha. You can visit East Zha tomorrow morning 
and hire a tri-cyclist to lead your tour to the Old Street in the 
afternoon. At night you can enjoy the elegant night view in West 
Zha. It is a new scenic spot which is designed after the night tour 
of Wen and Ying in Flowing Time. 
Zhao Yan: Great! I like the night scene in the drama. 
Similar conversation took place several times a day, every day 
between Zheng and the tourists. The routinized introduction of scenic 
spots in Black Town became part of her daily work. She had integrated 
the television drama elements into her work routine to conduct 
efficient communication with tourists. 
When asked why she mentioned Flowing Time when talking to 
tourists, Zheng answered, "Previously, visitors all asked for the spots 
of Flowing Time. Later on, I introduced to them first, and all other 
local people here did it the same way. For the past five years, I have 
served numerous visitors, and I think it is the best way to catch their 
attention in the shortest time." 
From the above description, it is clear that tourism has 
transformed the life scape of the local people in this rural town. This 
town departs from the normal route of urbanization as most rural 
towns in China, and rises as a tourist spot. Natives deviate from their 
original vocations to serve the tourists, and tourism becomes the 
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center of their life (Urry, 1995). 
Obviously, family motel hosts are enthusiastic boosters of the 
television mediated landscape image, and they play an important role 
in the circuit of meaning reproduction. The discursive practices reveal 
that local people have integrated the television drama into their 
interpretation of the landscape through their interactions with tourists. 
They have formed an agreement in the interpretation and keep it as the 
everyday routine of encounter. This agreement is not imposed by any 
coercive forces, but by the discursive power of television text. The 
formation of television related discourse in their daily talk 
demonstrates the power of media text in people's everyday life. 
5.4.3 Cross-borderers 
Zheng and Shao are representatives of the local people. Actually, 
except for the family motel hosts and tri-cyclists, other local people 
make their livelihoods by selling souvenirs and handcrafts, running 
restaurants, and having other tourism-related businesses. 
Apart from them, there are some people living in the boundary of 
Black Town and the outside world. They commute between the two 
places and are acquainted with the lifestyles in both. Their views 
would provide distinctive insights into the problematic of mediated 
reality in Black Town, from the perspective of both "insider" and 
104 
"outsider". Thus, I included the following two persons as boundary 
cases. 
Zhou Rui was the daughter of Zheng Aifang's elderly sister. She 
was a junior student in Hangzhou Normal University, majoring in 
tourism English. Her mother ran a family motel in the town. Usually, 
she returned to Black Town once a month. When she stayed at home, 
she worked as a helper at the motel. 
Me: Why did you pick the major? Does it because you grew up in 
Black Town? 
Zhou: Maybe. From my middle school days, I served the tourists 
in my family motel, answering phones, introducing spots, 
cleaning, etc. I like talking to tourists. At that time, I thought that 
meeting people from different places is quite good. 
Me: Which place do you like more, Hang Zhou or Black Town? 
Zhou: Of course Black Town! My classmates all feel envy toward 
me because in their minds Black Town is a wonderland. Black 
Town is the best, and actually the town was even better before.' 
Me: Before when? 
Zhou: Before the tourism company came to the town. 
Me: Have you watched the television drama Flowing Timel Do 
you think the life depicted in Flowing Time is the same as your 
concrete life here? 
Zhou (think for a while): The life in Flowing Time is more like 
the life in the town before 1998. At that time, the town was not as 
busy and prosperous as today, and the life pace was slow here. 
Flowing Time did a good job in presenting the traditional life in 
the town, but it has changed a lot since the tourism industry 
developed. 
Me: Do you plan to go back to work here as a tour guide after 
graduation? 
Zhou: No. I am working hard to improve my English now, and I 
want to go abroad in the future. I want to lead Chinese tourists to 
visit foreign countries. 
The above transcription is part of the interview of Zhou Rui. 
Metaphorically, as a cross-borderer, she is in the transition ferry from 
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Black Town to the outside world, and has complicated fellings towards 
the town. Zhou Rui loves Black Town but still wants an odyssey into 
the unknown outside. She likes the development modem tourism has 
brought here, but still misses the old good times. In her view, the 
representation of life in Black Town in Flowing Time is to some extent 
distorted since the concrete town life is more "modem" and 
"mundane" than the mediated one in television drama. However, 
outside people are enchanted by the mediated town, which is a pristine 
wonderland. This desire is congruent with the nature of tourism -
departure from the mundane world. 
Another boundary case was Liu Zhen. She ran a shop in Chang 
Feng Street, which was adjacent to East Street, selling blue calico 
products, wooden handcrafts, and silky clothes. Such shops can be 
seen almost everywhere in Black Town, since these products are 
considered local specialty. 
Different from Zhou Rui, Liu was a cross-borderer in the 
transition from "outsider" to "insider". Liu was not a native of Black 
Town, and her hometown was Tong Xiang, a small city half-an-hour 
ride away from Black Town. She came to run a business in the town in 
2004. 
"At that time, it was easy to earn money in Black Town. See? The 
postcards with stage photos of Flowing Time, the blue calico 
scarves which Ying wears were best sellers. Recent years, more 
and more people open similar shops, and business becomes more 
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difficult." (Liu) 
Liu told me that all of the shop owners claimed that their 
products were handmade. "Tourists like handmade products. They 
come to Black Town to chase something they can not find in the city. I 
bargain with them everyday, and I know what they like." In fact, the 
• • 25 
products she sells were from factories in Yi Wu. 
“ I don't know much about Black Town's past. I consider it is just 
a tourism town open to people from other places. People come to 
visit or earn money. Tourists all love Flowing Time. In my view, 
except for the buildings and views, all the other things in the 
town are different from in Flowing Time” (Liu) 
Liu's words reveal that the local business men reinforce the 
place-myth of traditional society in Black Town by selling handcrafts. 
And the souvenirs related to Flowing Time highlight the media text in 
interpretation of landscape. 
The selling of products is a kind of discursive practice. Liu 
mentions that she knows what tourists like. Obviously, the routine of 
what to sell and how to sell are formed in their continuous interactions. 
Although not predesigned, they intentionally keep and reinforce the 
image of the wonderland town different from industrious city. Besides, 
they also realize the importance of Flowing Time to tourists, and use 
souvenirs as a kind of "marker" to reproduce the sensitivity in 
interpretation in order to form constant attraction. These discursive 
25 Yi Wu (义乌）is a city in Zhe Jiang Province, P. R. China, featuring in producing 
and selling petty commodities. 
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practices constitute their gaze upon the landscape. The local business 
people are also "boosters" of the mediated landscape image. 
Although Liu admits that the mediated landscape in Flowing 
Time is different from the concrete reality, discursive practices of her 
and other business people have reproduced the mediated place-myth in 
Black Town. Their collective action is in this way disciplined and 
normalized under the frame of media text, due to the pursuit of 
economic interest. 
5.5 Conclusion 
After the investigation of the place-myth mediated by the 
television drama, the research entered the second stage to explore the 
dynamic process of meaning reproduction through discursive practices. 
This chapter provided a comprehensive picture of life world in Black 
Town to expose the interactions among social actors. The 
ethnographic research showed that the actions and interactions of three 
sets of social actors - tourists, tourism industry, and local people -
constitute a hermeneutic circuit of landscape meaning. 
First and foremost, the television drama constructs the myth in 
Black Town. Television functions as "myth-maker" as argued in 
Chapter Four. Through the reception activity of television drama, 
social actors understand the meaning of the televised myth and 
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transfer the myth into their interpretations of Black Town. In the 
process of reproducing the place-myth, social actors play diverse roles, 
respectively, seekers, designers, guiders, boosters, and cross-borderers. 
In this case, seekers refer to tourists coming to Black Town. They 
are outsiders to the landscape. Before coming to the destination, they 
already have a pre-set image of the landscape, which is mediated by 
the television drama. Superficially, they actively interpret the 
television drama and transfer the myth into the landscape by 
imagination and physical encounter. Seeking the scenes that appeared 
in the television drama is their most distinctive activity. Their 
discursive practices can be considered as their gaze upon the 
landscape through the television mediated lens. Both their desire and 
consuming activities at the destination constitute an internal 
motivating force of interactions with designers, guiders, and boosters 
to keep the hermeneutic cycle running. Vice versa, the actions of other 
social actors excite and strengthen the tourists' desire. In this sense, all 
of them are the slaves of the desire created by the media text to be 
disciplined in the mythic world. 
Designers and guiders share some similarities. They are direct 
actors who provide the tourism package at both macro and micro 
levels. In this case, both designers and guiders have on-ground and 
under-ground ones. On-ground designers refer to the tourism company 
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in Black Town, which makes the branding strategy and reorganizes the 
material and cultural resources to highlight and reinforce the 
place-myth, such as the promotion video and artifacts. On-ground 
guiders are the tour guides in the scenic spots. They embed the 
branding strategy into their everyday routine, such as the introduction 
talk of spots related to Flowing Time. In addition, tri-cyclists are both 
under-ground designers and guiders. They integrate the private 
tourism resources to design a tourism route different from the official 
one, and introduce it to the tourists. They also adopt a lot of elements 
in the television dramas and films shot in Black Town to promote the 
under-ground route. The activities of designers and guiders are 
responses to tourists' seeking activities, and in turn further stimulate 
tourists' desire. Therefore, their interactions form a cycle of meaning 
reproduction. Both their designing and guiding could be considered 
their gaze upon the landscape. Their discursive practices reinforce the 
place-myth. In turn, their activities are disciplined by the place-myth 
and constrained by the televised discourse. 
Both designers and guiders are institutionalized. On-ground 
designers and guiders are actors in the tourism industry. As for the 
under-ground ones, they provide a systematic tourism product and 
behave the same as professional guides. Furthermore, the discourses 
and practices are circulated in both the on-ground and under-ground 
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systems through professional routine, such as the tour guide internship. 
Therefore, activities of both designers and guiders are institutionalized 
to be an official cultural industry or an underground economy. 
Place-myth is reproduced in the institutionalized discourse as 
knowledge. 
However, designers and guiders are different in their division of 
labor in the production of the tourism package. Designers engage in 
making frame at macro level, whereas guiders execute the frame into 
their micro-practices in everyday life. In the underground economy in 
Black Town, tri-cyclists fulfill the two tasks at the same time. 
Different from direct actors providing tourism packages, boosters 
are indirectly engaged in the promotion of the landscape image. In this 
case, they refer to the family motel hosts and local business people 
selling souvenirs. Through their interactions with tourists, they 
intentionally mention the television drama to sell their products and 
services. Such activities further stimulate tourists' desire to visit the 
destination and reproduce the place-myth in everyday life. 
Except for "outsiders" (seekers) and "insiders" (designers, 
guiders, boosters), there are some cross-borderers in the transition 
between outsiders and insiders. Their double identities render it 
possible for them to reflect beyond the televised place-myth. Although 
they consciously realize the mediated landscape is not authentic, their 
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actions are also disciplined and integrated in the tourism Pacopticon, 
for example, Zhou Rui works as helper in family motel, and Liu works 
as a booster. It is the power of gaze. 
In the gaze mechanism, different social actors reach 
inter-subjectivity in the interpretations of landscape meaning. They 
embed the media text into everyday discursive practices to sensitize 
the television mediated myth. In this sense, they all gaze upon the 
landscape through the mediated lens of television drama. And their 
gaze is intensified and sustained through routinized interactions in 
everyday encounter. It is also through gaze that the place-myth is 
reproduced as knowledge in the discursive community, similar to the 
way in which the formation of modem medicine was under the 
medical gaze posited by Foucault (1976). 
Although all social actors are active superficially, since they act 
and interact out of their own choices, for instance Zheng decided to 
quit the job and run the family motel. These actions are out of 
collective discipline. The seeking activities of seekers derive from the 
desire of sightseeing, and actions of other social actors come from 
pursuit of economic interests. Their desires are in a dynamic interplay. 
They are all subjected to the discursive power of the place-myth to 
rewrite the landscape meaning, and are consciously or unconsciously 
involved in the cycle of meaning reproduction. Therefore, their actions 
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are disciplined in the tourism Panopticon due to the human nature of 
desire seeking and economic laws. They are all passive indeed. Figure 
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Figure 5.2 Roles of social actors in the discursive formation process 
In summary, gaze in this case is more than the act of seeing, and 
it is a synthesis of discursive practices. Three sets of social actors -
tourists, tourism industry, and local people - constitute the main body 
of gaze. They play diverse roles in the discursive formation process. 
Through their actions and interactions in everyday routine, the 
113 
television mediated place-myth is generated and reproduced as 
knowledge in the hermeneutic cycle. Meanwhile, their actions and 
interactions are disciplined and normalized in the tourism Panopticon 
by the invisible power of media text. Therefore, the landscape keeps 
its attraction of mediated place-myth. This explains why Black Town 
sustains enduring attraction although Flowing Time was broadcast 
seven years ago. 
As presented before, the gaze mechanism is an extension of the 
myth making function of media. It functions to sustain the media 
effects in the long term by reproducing the mediated place-myth in 
social actors' everyday life as knowledge. Through gaze, social actors' 
conducts are disciplined by the televised place-myth. Television exerts 
its influence not only in making myth, but also in sustaining and 
reinforcing the place-myth through gaze. That is how media reshape 
people's perceptions and behaviors in the field of landscape meaning. 
It is also a demonstration of discursive power. 
114 
6. Conclusion and Discussion 
6.1 Summary of findings 
This study started from a sociological inquiry of film/TV-induced 
tourism to examine the discursive power of television text to transform 
the meaning of the landscape. Two research questions were raised at 
the beginning of the thesis: 
RQl: How does media text transform the meaning of the 
landscape? 
RQ2: How is the mediated meaning of the landscape constitutive 
of and constituted by the everyday life of social actors in 
film/TV-induced tourism? 
To answer the questions, this study adopted single case study as 
the main research strategy. The television drama Flowing Time and the 
location of Black Town where Flowing Time was filmed were selected 
as the case under study. Textual analysis and ethnography were the 
key methods. 
In response to the first research question, the myth in Flowing 
Time and place-myth in Black Town were analyzed. In Flowing Time, 
the myth contains three themes: the binary opposition "traditional 
society/modem society", the metaphor “time flowing like water", and 
the narrative "romantic love". In Black Town, the ethnographic 
reading of the landscape identified the same three themes in the 
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place-myth. The congmency of the televised myth and the place-myth 
confirms that there is a transfer of meaning from the television text to 
the landscape. 
Television reconstructs the meaning of landscape through the 
mediation of myth. Myth displays two functions in the mediation 
process. First, myth transforms time and space through the binary 
opposition “traditional society/modem society" and the metaphor 
“time flowing like water". Black Town is constructed as a pristine 
wonderland in traditional society crystallized in the river of time and 
isolated from the mundane world. Second, myth embeds the narrative 
"romantic love" into the meaning of landscape, and transforms the 
innocent physical landscape into a romantic resort. As a kind of media 
effects，place-myth is constructed by the television drama. 
As an extension of the myth making, the gaze mechanism 
completes the story of mediation by normalizing the place-myth as 
“ knowledge in social actors' everyday life. In this study, gaze is more 
than the act of seeing, but a synthesis of discursive practices of social 
actors. An investigation of social interactions among tourists, tourism 
industry, and local people provides answer to the second research 
question. The three sets of social actors constitute the main body 
exerting gaze upon the landscape. Social actors play different roles in 
the process of discursive formation, respectively, "seekers", 
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"designers", "guiders", "boosters", and "cross-borderers". Seekers 
refer to tourists who actively seek the scenes that appeared on the 
television screen and imitate the activities of the roles in the drama. 
Designers engage in making the mediated frame for tourism branding 
at macro level, while guiders are the ones who execute the frame into 
the micro-practices in everyday work routine. Boosters are not direct 
providers of tourism packaging, but in their business they mention the 
television drama to sell their products and services as a work routine. 
Cross-borderers are the ones in transition between outsiders and 
insiders. Although they consciously realize the mediated landscape is 
not authentic, their actions are also disciplined and integrated in the 
tourism Pacopticon, 
Overall, the discursive practices of all social actors constitute a 
hermeneutic circuit of signification to reproduce and reinforce the 
meaning of landscape so that the mediated place-myth is embedded 
into the everyday routine. Although social actors are acting out of 
individual choices, their collective actions are disciplined and 
normalized by the televised discourse in the tourism Panopticon. 
Therefore, the place-myth is reproduced and circulated as knowledge. 
This is the power of media text in the discursive formation that 
transforms the meaning of landscape. 
To summarize the findings, this study provides a theoretical 
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explanation for the mechanism of film/TV-induced tourism as media 
effects. Television reconstructs the place-myth through textual tools, 
and then gaze disciplines the actions and interactions of social actors 
into the routines formed by the televised place-myth. Therefore, the 
physical landscape is transformed into a mediated tourist landscape 
and sustains enduring attraction. 
6.2 Media effects revisited 
Broadly speaking, the present research situates in the field of 
media effects. It is a pioneering one that investigates the media effects 
on the construction of the landscape meaning. Myth and gaze are 
considered manifestations of media effects. The findings of this study 
provide rich theoretical implications for the media effects tradition. 
This study adopts a broad definition of "media effects" as 
"discursive power" (Castells, 2009). This definition clarifies the 
misunderstanding of "media effects" in an overly narrow way, and 
offers a new angle to approach media effects research beyond the 
message-centric paradigm, to focus on the constructive process of 
meaning. 
In the history of communication research, "media effects" was 
often labeled as "persuasion studies" or "administrative tradition". 
Actually, it is a misinterpretation of the field of communication 
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research. Katz (2001) revisits a canonic text written by Lazarsfeld and 
Merton in 1948 to critique the distortion of Lazarsfeld's view on 
media effects. From Katz's point of view, Lazarsfeld's map of media 
effects is much larger than later scholars considered as "limited 
effects", and it extends much beyond the focus of opinion change in 
short term. Furthermore, Lazarsfeld puts audience activity and 
interpersonal communication into the map of media effects, and raised 
the concept 'reinforcement' as the counterpart of 'reproduction of the 
status quo' in critical theory (Katz, 2001). Therefore, at the outset of 
the communication research, the map of "media effects" 
accommodated different approaches. 
Curran (1990) also alleges that there is a convergence tendency 
between media effect tradition in positivism and audience activity 
tradition in cultural studies. The hypodermic needle theory of 
powerful media effect model shared common characteristics of 
treating audiences as completely passive with the Frankfurt school in 
the 1930s and 1940s (Curran, 1990; Livingstone, 1993). Later the 
powerful model was replaced by the limited effect model, e.g., 
two-step flow of personal influence and the selective reception in the 
uses and gratifications paradigms. This change coincided with the shift 
from passive audience to active audience in cultural studies, which 
emphasized more on polysemic meaning audiences draw from the text 
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(Morley, 1980). Therefore, it is plausible to combine the media effects 
research with the interpretive approach to provide a comprehensive 
map for media effects. The construction of meaning needs to be taken 
into consideration in researches of media effects. 
The findings of this study demonstrate that the media exert 
remarkable effects on transforming the meaning of landscape. It 
contributes to media effects research in several aspects. First, for 
film/TV-induced tourism, gaze is considered as a kind of media effects. 
In this study, gaze is mediated by the televised place-myth, and thus 
disciplines the conducts of social actors. Compared to previous studies 
of television effects such as cultivation analysis which focuses on the 
long-term effect of television in shaping people's perception of the 
external world, this study goes further to examine the inner 
mechanism on how television exerts its influence on people's 
perception and behavior through construction of meaning. The 
normalization of media discourse into people's everyday life will shed 
light on future media effects research. 
Second, this study finds that media effects do not operate in a 
linear path, but intervene into human interaction. The place-myth is 
constructed by the media and then normalized into people's discourse 
and practice through gaze. Myth making is a kind of direct media 
effects and gaze is considered as a kind of indirect media effects. This 
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provides the evidence for the assertion that in this case mass media 
exert its influence through interpersonal communication. Interactions 
among social actors are important to the reinforcement of media 
effects. 
Besides, Curran (1990) points out that there is an underdeveloped 
area in reception studies which is the "the dynamic process of peer 
group mediation in blocking, reinforcing or modifying 
mass-communicated messages" (p. 148). This study contributes to this 
area by the exploration of gaze mechanism within which social actors 
reproduce and reinforce the mediated messages as a kind of media 
effects. 
Third, this study finds that television has prominent effects on 
constructing the meaning of landscape and disciplining people's 
behavior, however, it should be noted that media do not work 
independently. Instead, media function in a delicate and complicated 
web with other social institutions and social actors. For this case, in 
addition to the media text, the pursuit of economic interest is another 
important internal driving force to prompt the interactions among 
social actors. Mediation cannot be accomplished by the media only, 
and needs to be investigated in the wider social, economic, and 
cultural context. Therefore, it is not appropriate to argue that media 
have either powerful effects or limited effects for this case. Future 
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researches of media effects need to be attentive to a variety of media 
effects in a constant interplay with other social actors. 
6.3 Tourist gaze revisited 
This case study demonstrates a more comprehensive definition of 
gaze: gaze is a synthesis of discursive practices of social actors. The 
findings echo with previous criticism on tourist gaze. 
First, this study illustrates that the actions of all social actors 
transcend the single act of seeing, but involve a lot of physical contact 
and emotional involvement. Social actors even engage in economic 
activities. Therefore, I prefer to argue that gaze is a metaphor for a 
synthesis of discursive practices, containing physical, cognitive, and 
affective activities (Perkins & Thoms，2001). All the activities of 
social actors can be viewed as metaphorical eyes gazing upon the 
landscape to construct the meaning of landscape. This finding deviates 
from the ocularcentrism, and proposes that tourist gaze has much 
richer meaning than pure sightseeing in modem tourism. 
Furthermore, this study defines gaze from the perspective of 
social interaction: the meaning of landscape is generated in a dynamic 
process through people's discursive practices. Gaze is not a one-way 
process of meaning conferral, but contains a hermeneutic circuit of 
meaning reproduction. Urry (1990) argues that tourists are the main 
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body exerting gaze and conferring meaning to the landscape. However, 
findings of this case study reveal that three sets of social actors are all 
essential parts in the generation and reproduction of the landscape 
meaning. No single social actor can accomplish the gaze and generate 
meaning independently. Gaze is a multi-party mechanism with 
meaning generated through social actors' interaction. 
For the present research, gaze is considered as a kind of indirect 
effects for film/TV-induced tourism. Gaze itself is mediated by 
televised place-myth, and thus it demonstrates the effects of media in 
disciplining people's conducts. It offers an explanation for how media 
exert influences at interpersonal level. 
6.4 Limitations and suggestions 
This study has several limitations. Two are identified to offer 
suggestions for future research. 
First, the uniqueness of this case may limit its generalization. In 
most cases of film/TV-induced tourism, the site in the story and the 
real location are two different places, although they share the same 
scenery. However, in this case, Black Town appears as itself in the 
television drama, so it becomes much more difficult for audiences to 
differentiate the landscape in media text from the original town. 
Therefore, I consider in this case the media power of narrative 
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embedding is magnified to a very high extent, so that the myth transfer 
is naturalized. It needs to be alert to generalize the findings of this case 
study due to the uniqueness of the case. 
Second, as mentioned in Chapter Two, gaze theory is a wide and 
loosely defined field that is still evolving. There are several 
approaches used widely in the field of gaze research, such as 
psychological, sociological, and feminist. 
Jackson (2005) makes a good attempt to interpret the converging 
culture of media and tourism by combining "tourist gaze" with "film 
gaze". The former concept is from the poststmcturalist approach, and 
the latter one develops from the Freudian psychoanalysis. Although it 
is problematic to combine two concepts from different approaches and 
the definition of gaze needs more consideration, Jackson's attempt 
does provide future researches with an angle to dig deeper in the 
meaning of gaze to expand its explanatory power. 
This study adopts the Foucauldian approach to investigate the 
discursive power of gaze, and it does not take the psychoanalytic 
approach into consideration. I suggest that future researches take the 
psychological approach to examine how gaze works in people's 
perception. Investigation of the inner mechanism of gaze in people's 
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